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INTRODUCTION
The purpose of thi s dissertat ion is to study the treatment 
and the development of the motif of metamorphosis in the works of 
three major Scottish writers of the nineteenth century. The 
selected works represent important milestones in the development 
of the concept from the folk diabolic tradition to the Romantic 
subjective treatment ( internalization) of supernatural phenomena.
Metamorphosis, conceived as a fall into a lower order of 
life, usually madness, becomes a symbolic counterpoint to the 
transcendental conceptions of spiritual transformation and the 
idea of mankind’s progress in the nineteenth century. 
Metamorphosis reflects both fear and fascination arising from' 
this radical transgression of natural order and from the loss of 
o n e ’s own identity or o n e ’s own physical shape because the sense 
of identity and habitual shape can be regarded as a restriction 
and confinement, as well as a source of one's acceptance in human 
community.
In James Hogg and R .L .Stevenson metamorphosis operates 
within this definition; it is presented as an image of the fall 
and has a significant ethical function, from the means of a rise 
it becomes the means of a fall.
In George MacDonald's work, however, metamorphosis goes 
along with spiritual transformat ion, and expresses a vision of 
spiritual progress and transcendence. Since MacDonald's fantasy 
can be taken as a symbolic space of mind, metamorphosis becomes 
a metaphor of mental processes.
In all the selected texts metamorphosis plays the central 
structural role. As a major dramatic event, it generates 
conflicts and unifies the texts thematically.
1
H i sLori ca1 Background
By ' metamorphosis' I understand a change in substance and 
form. The word is derived from the Greek root "morphosis" 
(shaping) and the prefix "meta" (across, over). There is, 
however, a synonym of Latin origin of the same semantic origin: 
“transformation", derived in the same way. Both words, though 
often interchangable, have acquired some specific connotations:
metamorphosis is used in biology as a term for the change of
a larva into the adult form, for example a butterfly, and
therefore has begun to signify primarily the change in physical
shape: while transformation is used for abstract processes
(e .g .transformation of the consciousness, or of economy). I am 
going to respect this usage in my work.
Metamorphosis is an ancient concept linked with the
animistic mode of thinking, in which nature was believed to be 
animated with spirits and demons, which were regarded as the
cause of natural phenomena.1 Such a concept implies that the form 
is something less substantial than the content; the form may be 
changed while the substance remains unchanged.
The change of shape in primitive societies with animistic 
beliefs could be simply another form of a continuation of the 
life of the human soul. In the animistic mode of thinking the 
major metamorphosis was death, generally understood as
transfiguration of the soul, obtaining a different body.2 Death 
as a spiritual transformation is also at the very core of most 
r e 1 i g i o n s .
Another source of metamorphosis, I believe, has its roots in
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the concept of magic*' people in ancient. Limes believed LhaL they 
could acquire the needed qualities by imitating and impersonating 
those who possessed them. This belief is demonstrated in bunting 
rituals and carnival rituals, in which people took off their 
social roles and adopted new ones, closer to instinctive nature. 
At the heart of these rituals was metamorphosis. Even when people 
ceased to believe in the magic aspect of the ritual, they could 
still take its communal psycho-hygienic aspect as a release from 
social pressure and enjoy the exciting new freedom through their 
symbolic metamorphosis.3
Metamorphosis in the arts thus could be traced back to the 
ancient genre meni p p e a , which is characterized by Bakhtin as 
"dialogic, full of parodies and travesties, multi-styled, and 
does not fear elements of bilingualism.. .The liberty to crudely 
degrade, to turn inside out the lofty aspects of the world and 
world views, might sometimes seem shocking." 4
Metamorphosis from the very beginning has had two faces: the
face of fear and the face of laughter. Both these faces can be
found in H o g g ’s work, because it grows from the folk mythic
tradition, but this duality is missing in Stevenson’s major 
works, and in MacDonald’s spiritual fantasies the mocking 
laughter is transformed into an understanding smile.
The original ambiguity of metamorphosis is reflected in the
well-known collection of Ancient Greek and Roman myths, The 
Metamorphoses by Ovid, and in The Golden Ass by Apuleius.
Metamorphosis in ancient myths denies definition. It may be 
the means of punishment or reward, often out of proportion to the 
nature of the transgression or merit. For example, the virgin 
nymph Medusa, raped by the sea god Poseidon, was metamorphosed by 
angry Artemis into a deadly and hideous monster, which petrified 
anybody who looked into her eyes.
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The whole concept- of netamorphosis is as slippery and as 
difficult- t-o grasp as t-he god of metamorphoses - t-he sea god 
Proteus. Greek gods could freely change shapes and metamorphose 
int-o all kinds of animals or even elements of nature to pursue 
their interests among the mortals. The morality was not the 
strongest aspect of the fluid world of ancient myths. The gods 
were irresponsible, unstable in their affections, and so were the 
great heroes.
As humankind with increasing emphasis claimed to be the 
highest form of life on Earth, the idea of shape-changing began 
to be associated with a regression, a fall into the lower, animal 
forms of life. Metamorphosis became naturally an appal 1 ing, but 
also a morbidly appealing prospect. The animistic chaos of the 
pluralistic pantheon did not conform to the ideas of monotheistic 
Christianity. The medieval model of society was static, with 
clearly defined rules and stratification, a result of the 
attempts to establish an order in the dark and confused age 
following the fall of the Roman Empire. Metamorphosis was 
connected with the dark pagan times and attributed to the devil 
and witchcraft.
Christianity produced two fundamental myths of the 
metamorphical fall: the fall of Lucifer and the fall of Adam and
Eve, resulting in their loss of primeval innocence. The fall of 
Lucifer includes an archetypal metamorphosis, both in shape and 
substance, from the most beautiful angel into the horrible dark 
Prince of Darkness. Lucifer, or the devil, becomes a master of 
metamorphoses, and so do his servants, evil witches and wizards.
The Renaissance transplants the religious issue of 
a spiritual transformation into empiric reality. It brings about
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a whole revolution in the approach to the outside world. With the 
dawn of empiricist comes the age of experiments. The Renaissance 
man wants to understand, explore, investigate, manipulate the 
forces of nature.
“That the poet has the power to reform nature, delivering 
a golden for a brazen .world, had been a commonplace of
Rena i ssance cr i t i c i s m ."5
The quest for transformation finds its expression in alchemy 
and its search for the secret of transmutation of metals and the 
search for the Philosopher's Stone, which was believed to have 
a transformative effect on the consciousness. As a result, a new 
myth of the Fall is created, which becomes central to the 
Romantic literature-’ the myth of Faust. Goethe’s Faust became one 
of the most important works of Romantic literature. Hogg's Master 
Michael in The Three Perils of /fan is a Faustian character in the 
very mythic sense. Dr.Jekyll finds the Devil inside his own self, 
and the story of his fall is a modern version of the Faustian 
myth, in which science, substituting magic, brings about 
J e k y l 1's fall. Stevenson's story follows the pattern which 
appeared first in Mary Shelley’s Frankenstein (ISIS).
The old Faustian legend depicts the rise and fall of an 
adept of mystic lore, who was unable to control the unleashed 
powers. The Faustian myth seems to make two major points because 
it addresses two kinds of audience; the general audience and the 
hermeneutic one. The general audience is warned in
a straightforward way that any pact with the Devil will cost them 
their soul and that the path of magic is the path to hell. What 
Faust specifically desired from the devil, may vary in different 
versions, and it matters less than the fact that Faust took the 
path which was forbidden by the Church.
For the adepts of mystic lore, the Faustian myth conveys
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a warning against t-he danger the adepts have to face when they 
open the lid of their consciousness and release the contents of 
the unconscious and do not master the dark aspects of the self. 
Carl Jung says that in the twilight zone of the unconscious one 
meets the shadow and the anima, who are usually personified on 
the narrative level as the Devil and the soul, or an evil monster 
and the princess.6
During the period of Classicism the supernatural was pushed 
away into the periphery of literature, as the mimetic modes of 
the newly established novel prevailed in the 18th century. But 
already in 1764 Horace Walpole challenged the current literary 
production by his novel The Castle of O t r a n t o , thus originating 
the tradition of the Gothic novel, which stirred the imagination 
of Romantic authors of later periods.
Both the Gothic novel and Romantic movement are the product 
of the eighteenth century sentimentalism and its cult of 
sensibility. In contrast to reason and empiric science, the 
Gothic writers as well as the romantic writers emphasize 
sensation and intuition. But whereas Richardson chose to exploit 
the more socially acceptable patterns of behaviour, the
sensational studies of dark passions and villainy in the Gothic 
novel opened the door to unconscious fears and desires.
Hart and Punter suggest that the origins of the Gothic novel 
should be traced back to Smollett's picaresque novels7 ; Punter 
asserts that “the first important eighteenth-century work to 
propose terror as a subject for novelistic writing was
Smollett's Ferdinand Count Fathom (1753)” .s It is obvious that
Hogg, with his penchant for the grotesque and the ridiculous,
owes more to Smollett than to the English Gothic novel. Hart's 
assertion that Smollett's concept of horror reveals “a revival of
6
saturnal i an fantasy"9 can be easily applied to Hogg as well, as 
bis Three Perils of Man and "The Hunt of Eildon" p r o v e .
Both Smollett and Hogg constitute one typical aspect of
Scottish 1iterary tradition, and that is the mixture of rough,
savage situational humour, and a metaphysical concern, in their 
case presented from the ' low* perspective of an everyman, 
a social outsider. In Hogg, this ironic perspective has to be
usually carefully sought, because he hides his true nature behind 
his characters, narrators, and, as Douglas Gifford points out, 
behind different personas Hogg had assumed during his literary 
c a r e e r . 1 0
The sense of the grotesque and frequent use of irony can be 
found also in English eighteenth-century novel, especially in 
Sterne and in Fielding, but what they, as well as the English 
Gothic novel, lack, is the metaphysical, almost "theological" 
dimension, as Hart has called it;
"In Hogg, the terror of the diabolic is at once more
primitive and more explicitly theological - a mixture we
will come to recognize as definitively Scottish."11
The fact that there is hardly any metamorphosis in the 
English Gothic novel is another proof of its difference from 
Scottish or Irish Gothic novels, which are in closer touch with 
folk superstitions and the mythic mode of thought. In English 
Gothic novels one can find only ghosts or villains in disguise. 
It was Mathew Lewis, an Irish priest, who first brought on stage 
a tale of sensational diabolism, The Monk (1796), in which 
a demon takes shape of the seductive Matilda in order to bring 
about a fall of a proud monk.
The Gothic novel became part of the broad spectrum of the
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Romantic movement, so that, it could be considered an aspect of 
Romanticism. It is not the purpose of this dissertation to 
attempt a controversial differentiation between the Gothic novel 
and the Romantic novel. It is generally accepted, however, that 
the works by Walpole, Beckford, Reeve, Radcliffe, and Levis, 
belong to the Gothic genre, while more ambitious and symbolically 
more potent works of Godwin, Mary Shelley, Scott and Hogg, pose 
some problems as to their place in the general context, because 
they lack the essential temporal and spatial distance of the 
medieval atmosphere and exotic setting. They come closer to the 
definition of the fantastic than the Gothic, even though these 
works display the influence of Gothic novels.
Romant i c T r a n s f o n a t  i on and Metamorphos i s
Romantic literature displays two major thematic tendencies, 
which are closely linked with the concept of transformation and 
metamorphosis. Spiritual transformation is the major concern of 
the trascendental stream, represented mainly by great Romantic 
poets (Coleridge, Wordsworth, Shelley), which comes out of the 
concept of Imagination as a creative and synthetic p ower.12 
Metamorphosis becomes the thematic concern of the other stream of 
romantic fiction, preoccupied with the theme of the fall into the 
darkness of mind; in p sycho1o g i c a 1 terminology, with exploration 
of the unconscious.
The Romantic authors form a very broad creative spectrum. In 
general, they are dedicated to the exploration and redefinition 
of man's relation to Nature, because they feel that man had
become separated from it in the course of the progress of our 
civilization. By Nature it is understood not only the natural
S
enviroment, but also the human n a t u r e .
"The romantic poet seeks a way to reactivate the world by 
discovering in himself the creative perceptiveness which 
will all low him to draw aside the veils which men have laid 
across their senses. He seeks a perception where the false 
separation of Nature (fixed, external objects) and nature 
(the living being of the perceiving man) can be reconciled: 
a new synthesizing vision."13
On one hand, under the influence of mystics like Swedenborg, 
Boehme, and the philosophical ideas of Plato and Plotinus, the 
Romantic writers explore the organic concept of art, in the 
attempt to heal the modern split between Nature and Mind and
achieve their un i t y . 14
In their search for the lost unity of man with nature,
Romant i c writers also turn their attention to the primitive and
instinctive aspects of human nature, as found in folklore or 
popular tales and myths.
On the other hand, eighteenth-century rationalism provided
techniques of analysis and interpretations of phenomena that were 
considered to be supernatural. John Herdmann stressed 
G.H.Schubert’s influential theory of animal magnetism, which 
refers to the dark aspects of human mind as the shadow double.
"In the magnetic trance, the forerunner of hypnosis, there 
was often startingly revealed a second personality arising 
from the dark side of the mind, its ’shadow-si d e ' or 
'night-side' . " 15
Romantic writers showed a keen interest in science, 
especially when exploration of the mind often merely tried to 
translate a mystical experience, coded in a highly idiosyncratic 
symbolic language, into the rational language of science.
Encouraged by experimental studies of mesmerism and animal
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magnet, ism, they were busy exploring the mysterious space of human 
mind with its extreme affects, destructive passions, desires and 
fears, constituting the dark aspects of mind. The fear of the 
unknown was mixed with human curiosity and excitement. Mesmerists 
and magnetists provided a semiscientific proof of the objective 
existence of the second self, while empiric science considered 
all supernatural phenomena as a product of a hysteric mind.
Ann Radcliffe was the first English Gothic writer who 
introduced the supernatural as an uncanny product of fancy by 
offering a realistic explanation. To achieve the uncanny effect, 
she had to combine the impact of dramatic stage effects with the 
high sensibility of her central, characters. She set up an example 
for the later Romantic writers.
The metaphysical and p sycho1o g i c a 1 duality became a powerful 
structural source of dynamism of the romantic works, which were 
built upon the drama of contradictions: reality and ideal, love
and hate, beauty and ugliness. The stronger was the light, the 
darker was the shadow. And thus the desire for a spiritual 
transformation was contrasted with the fearful fascination with 
the reverse - the fall into the pits of dark materiality, into 
moral chaos and animal instincts, which finds its figurative 
expression in the image of a disturbing metamorphosis.
Before I begin the discussion of the respective works, let 
me clarify the major terms I am going to use.
Metamorphosis plays an essential structural role in the 
works under discussion. In the discussion of the structure of the 
literary work, I rely on Todorov's stratificat ion of the aspects 
of the 1iterary work: verbal, syntactical, and semantic. He 
characterizes these aspects in the following way:
lO
"The verbal aspect resides in the concrete sentences which 
constitute the text. We may note here two groups of 
problems. The first is linked to the properties of the 
utterance itself. The second group is linked to its
performance, to the person who emits the text and to the 
person who receives it: in each case, what is involved is an 
image implicit in the text, not a real author or reader. 
(These problems have hitherto been studied in terms of 
"point of view."!
By the syntactic aspect, we account for relations 
which the parts of the work sustain among themselves (the 
old expression for this was "composition")..."16
The semantic aspect covers the themes of a literary text.
I have substituted the word "verbal" with "pragmatic" 
because it seems to sound less misleading: literature generally
tries to appeal to our reason as well to our emotions, generating 
fusions of pleasure, confusion, fear, desire, and even hate, 
especially in the case of fantastic and fantasy narratives.
I have also added another 1iterary aspect which is often 
omitted in modern criticism: the ethical aspect, involving
a consideration of the moral codes, either intentional or 
u nintentional.
These aspects, or levels, are usually difficult to separate 
from one another: the discussion of syntactical aspects usually
involves the semantic level.
There are basically two possible approaches to the concept 
of metamorphosis: ontological and linguistic. From the
ontological point of view, we can consider whether a particular 
metamorphosis is a supernatural phenomenon or a a natural, 
p sycho1o g i c a 1 fact. From the linguistic point of view, every 
metaphor is a metamorphosis, because it presumes
a transformational process, in which one thing is taken for
1 1
another on the basis of a semantic link.
In order to capture the epistefflological distinction, Todorov 
coined a structural distinction which I will use in my work; ’the 
marvellous' and ’ the uncanny’ . 17 The uncanny events leave the 
lavs of reality intact and evoke fear while the marvellous 
creates its own laws. Fantastic literature is largely linked with 
the uncanny, but it can also include marvellous events, while in 
fantasy it is just the other way round.
I will not, however, accept Todorov's notion of the 
fantastic as a principle of uncertainty between the two 
a s p e c t s 18 because it undermines the well-established generic 
categories of fantasy and fantastic literature. I will use the 
term ’ fantastic’ narrative as a generic category, in contrast 
with * fantasy’ narrative, which I associate with the structural 
principle of the marvellous. The traditional distinction between 
fantasy and fantastic literature seems to me to be more 
operational, even though it can sometimes turn problematic. 
Fowler's dictionary of literary terms offers a convenient 
definition of fantasy narratives:
"Works of fantasy, such as Tolkien’s fiction and 
C.S.Lewis's Narnia series, create their own coherently 
organized worlds and m y t h s . ..The reader is invited to feel 
not bewilderment at but respect for the order of the 
’supernatural' world, even awe and wonder."19
The author of fantasy is, Tolkien believes, a 'sub-creator'
"He makes a Secondary World which your mind can enter. 
Inside it, what he relates is ' true': it accords with the
laws of that world. You therefore believe it, while you are, 
as it were, inside."20
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I would define the basic difference between fantasy and
fantastic literature in spatial terms as the difference between
'There' and 'Here' ; and in temporal terms between "Then" and
"Now". Fantasy takes place in other worlds, while fantastic 
literature takes place in physical reality as we know it, and 
which is transformed into a reality as we do not know it, into 
a nightmare.
Fantasy Narrat i ves
The most typical narrative pattern in fantasy is the quest, 
because fantasy originates in romance, namely medieval heroic 
romance, in magic fairy-tales and old myths. If fantasy is closer 
to fairy-tales than myths, as in Tolkien's Lord of the R i n g s ,
then the goal of the quest is a re-establishment of harmony,
a return to the original condition before the fall. The main 
characters may grow wiser, but rather in the empirical than in 
a mystical sense of the word. If the story is closer to a myth, 
then the quest takes the form of a symbolic quest for one's 
perfection rather than any other concrete goal; the aim is 
a transformation of o n e ’s consciousness. The works of Victorian
organic fantasy would belong to this category (MacDonald,
Kingsley, and later on L i n d s a y ) .
The organic world of fantasy usually represents the mythic 
mind; read a l 1egorical1y or symbolically, the motifs and images 
can be viewed as contents of mind, constituting the thematic 
structure. No matter how the creation looks foreign to us and 
strange, its primary effect is to achieve fami1 iarization. Even 
in the very strange world of MacDonald’s Lilith the reader 
finally begins to feel at home.
As usual, there may be some exceptions, which lack the
organic aspect and take the reader into some bewildering, strange
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other*' real ityJ as for example the disturbing fantasies of 
Bulwer Lytton, or the fantasy of nonsense of Lewis Carrol.
Fantasy as a genre constitutes itself in the second half of 
the nineteenth century. William Morris, George MacDonald and 
Charles Kingsley started a new tradition, which was continued by 
Oscar Wilde’s fairy-tales, David Lindsay, J .R .R .Tolkien, 
C.S.Lewis, and numerous followers in America in the second half 
of the twentieth century. MacDonald appears to be the most 
original and most accomplished writer of them all.
The authors of Gothic novels, including James Hogg's The 
Three Perils of Man and some of Scott's novels, can be seen as 
forerunners of fantasy.* they draw inspiration from romance and 
are not concerned with authentic verisimilitude in the mimetic 
sense. Their picture of Middle Ages is a fabulous creation, 
trying to capture the haunting atmosphere of an exotic past or of 
exotic foreign places.
Metamorphosis in fantasy, as Jackson suggested, has 
a "teleo1o g i c a 1 function". It serves either as a vehicle of 
meaning within the narrative, as concept, or metaphor, or symbol 
of redemption."21 But apart from this function, metamorphosis 
enters a number of functions in the plot, which generate or solve 
the c o n f 1 icts, as the analysis of the texts should reveal.
Fantastic Narratives
Whereas in fantasy we are translated to another world, in 
which the quest for transf ormat i on of an individual or the whole 
imaginary world takes place, in fantastic narratives it is 
metamorphosis in its physical form that plays the key role and 
becomes the key structural principle.
Jackson, beginning with the linguistic aspect of 
metamorphosis, suggests •*
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“the movement of fantastic narrative is one of metonymical 
rather than of metaphorical p r o c e s s ■’ one object does not 
stand for' another, but literally becomes that other, slides 
into it, metamorphosing from one shape to another in 
a permanent flux and instabi1 ity."22
Since the act of metamorphosis is a serious transgression of 
laws of probability, it produces the element of uncertainty by 
opening a space of dangerous freedom, in which nothing can be 
taken for granted. The fantastic metamorphosis is set in a world 
which is presented as our everyday reality. This reality as we 
know it is metamorphosed into a reality as we do not know it: it
becomes ’d e fami1iarized’ , strange, incomprehensible. The cause of 
d e fami1 iarization (the term coined by the Russian formalist 
Victor Shklovsky)23 can be objective (the marvellous) or 
subjective (the uncanny).
As the uncanny requires a more subtle ps y c h o 1o g i c a 1 
characterization, which also dominates the nineteenth century
fiction, the subjective presentation starts to prevail. As 
Jackson pointed out this process can be traced back as far as the 
Gothic novel; "the history of the survival of Gothic horror is 
one of progressive internalization and recognition of fears as 
generated by the self."24
The fantastic is usually defined as a mode opposite to the 
real and realistic. For example Jackson claims that fantastic 
narratives deal with the themes which are not dealt with in 
realistic literature, such as the taboo desires and gnoseological 
problems of representation and perception of reality.
"The fantastic gives utterance to precisely those elements 
which are known only through their absence within a dominant
15
rea 1 istic' order*. Fantastic tales prol iferate during the 
nineteenth century as an opposite version of realistic 
narrative..."25
This is, however, not entirely true because even the very
realistic fiction at its best (Balzac, Flaubert, Hardy, Turgenev, 
Tolstoy) finds subtle ways how to treat human desires and the 
eternal conflict of truth and appearance, illusion and reality. 
It is a matter of emphasis rather than of complete otherness. 
Nevertheless it is true that fantastic narratives display 
"a preoccupation with problems of vision and vi s i b i 1 ity"26 with 
unusual intensity because this is the major source of the 
epistemological uncertainty. The supernatural can be understood 
as a psychic phenomenon, a hallucination or a dream. In order to 
achieve this purpose, fantastic narratives have to put a special 
emphasis on adequate use of structural and rhetoric devices, such 
as point of view and the tone (which does not mean that the
realistic fiction avoids them).
Fantastic metamorphosis is not only the means of structural 
dislocation and de f a m i 1iarization, but it also becomes linked 
with one of the most important mental processes: the suppression
of undesirable contents of mind. Irving Massey has summed up the 
Freudian c o n c e p t '
"objects which have not been brought into the life of the 
mind, are the ones that create an x i e t y . ..the transformation 
into an o b j e c t . ..is a kind of protective imitation" .27
In other words, a suppressed thing can find a release either in 
its identification with another object (a metamorphosis) or in 
the creation of an imaginary object. Thus, for example, the Devil
is either a projection of some suppressed desire or fear, or
16
a real person is mistaken for the Devil and the suppressed 
contents are projected on him.
This theory has further implications. Jackson noticed th& 
trend toward 'non-signification* in fantastic literature, which 
she identified with F reud’s concept of the entropy as a basic? 
human desire.
"Unlike marvellous secondary worlds, which construct 
alternative realities, the shady worlds of the fantastic? 
construct nothing. They are empty, emptying, dissolving.“2 8
The dissolution affects primarily the character which server 
as the evil focus of the narrative. If we understand
metamorphosis as a mechanism of sublimation of the suppressed
contents of mind, we notice the undeniable movement fron
a concrete personification to a vague and abstract presentation. 
While Hog g ’s Devil has a definite monstrous shape, Stevenson's 
Hyde is definite enough to look like a man, but the amount of 
indefiniteness has increased to such an extent that the 
characters in the story are unable to visualise H y d e ’s features, 
and always describe him as an amorphous being. In MacDonald the 
Other takes the mystic shape of a shadow, the presence of which 
stifles all the magic and beauty. In Machen and Lovecraft the 
personification of the Other becomes a 'nameless thing’, the 
repulsive utmost Other, a relict of ancient times, which is 
horrible beyond imagination and beyond words.
This kind of movement ends in the literature of silence of 
Beckett, whose characters got stuck in their grotesque 
netamorphical situation, or, as Massey put it, in the language of 
violence. The inability of the characters to produce their own 
metamorphoses which would give shape to the hidden horrors of the 
mind is, however, a disastrous failure of the essential role of 
literature in general •* it is a failure to articulate the desires
17
and fear's and thus enact them and exorcise. These modern 
characters are not able to produce any kind of devil or* 
adversary, they either* live a vegetative life or collapse deeper* 
into themselves as the crustaceans in Alasdair* G r a y ’s L a n a r k . The 
mind then becomes a real prison from which there is no escape.
Bakhtin saw the reason for the alienation of the modern
fantastic in the fact that "Modern fantasy is severed from its
roots in earniva1esque art: it is no longer a communal art."29
Fantastic literature with its preoccupation with the extreme 
states of mind, especially with probing the unconscious sphere, 
leads to modernist experiments. It takes us inside the mind and 
presents the mind as the narrative focus, its perspective is 
highly self-centered, even to such an extent, that the anxieties 
of the mind create a reality of its own, cutting off the
character from the outside world. The outside reality is 
internalized and transformed into a dream, usually a nightmare, 
as the border line between the mind and reality is dissolved.
Je k y l 1 ends up in seclusion and breaks all his contacts with the
outside world as he becomes fully enveloped in his relation with 
Hyde. Robert in Hogg's Pr i is a t e Memoir's and Confessions is also 
isolated, even Master Michael lives apart from the society, 
deeply involved in his metaphysical discourse, or, in 
ps y c h o 1o g i c a 1 terms, in the communication with his unconscious.
There is a price to pay if the hero enters the twilight zone 
of the unconscious: he may get lost in the dark labyrinth, losing
the thread of reason, and become forever locked in the prison of
madness among the monsters of his own creation, for ever cut off
from the caring or uncaring world.
In the course of the nineteenth century we can witness
a growing interna1 ization of the experience, particularly in 
fantastic fiction which more and more builds the suspense on the
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hesitation between the real and unreal, while the horrors of the 
outside world become internal ized horrors of a sick 01? 
emotionally disturbed mind. James Hogg is a very good example of 
this-' even in his tales of the supernatural he usually steps away 
from the direct presentation of a supernatural event and he 
presents the event as a tradition or an account of a single 
wi t n e s s .
The Scottish writers of the beginning of the nineteenth 
century generally avoid the fantastic narrative modes and prefer 
mimetic modes; D.Gifford talks about “the cult of the local and 
picturesque as developed by Crabbe and Wordsworth... Many writers 
seized the opportunity to portray local colour, eccentricity and 
old-fashioned ways before they and their language forms died out, 
in the face of urbanization and the railways."30 And James Hogg 
was really hailed as a local colour writer, an authentic voice of 
the country and a pastoral poet. His patron Sir Walter Scott was 
not very pleased with his later, more ambitious prose works and 
adviced him many times to return to his simple sketches and poems 
which had made Hogg so popular.
Hogg's first sketches and stories combined the gift of sharp 
realistic observation with an interest in folk legends and 
supernatural tales. And it was the blend of an interesting 
supernatural tale and realism which produced the best short works 
of James Hogg. Metamorphosis appears in a number of stories 
inspired by folk legends. All of them exploit the motif of 
metamorphosis in a more or less traditional manner. I will focus 
on one of the longer tales, which is one of the most interesting 
tales, Hogg ever wrote, "The Hunt of E i l d o n " .
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II
Janes Hogg
THE HUNT OF EILDON
The story represents an important milestone in Hogg's 
development from his short sketches, retold legends and ballads 
towards more ambitious and more complex treatment of the 
legendary material, which finds its monumental synthesis in The 
Three Perils of Man.* It is in particular interesting for 
a postmodernist reader who can approach the text with an open 
mind, quick to accept all kinds of structural irregularities and 
semantic gaps.
The metamorphoses that appear in the long-short story, or 
a legend, The Hunt of Eildon, are all supernatural ones. They 
belong to the ancient mythic stock, in which the ethical function 
of the supernatural as the means of higher justice is superseded 
by the pragmatic function, linked with emotions of fear of 
transgression of mysterious 'divine' rules, the sense of the 
vulnerabi1 ity of unstable human situation, and paradoxically, 
also with the carnival and burlesque laughter, as we could see in 
the previous chapter on the ancient myths of metamorphosis. The 
transgression can be disproportionate to the punishment, and this 
adds a disturbing touch of ambivalence to it.
Metamorphosis plays a central role in the story. Being 
a source of conflicts it functions as a dynamic structural 
element: it moves the plot forward.
The story combines a medieval romance form with two layers
of myth: that of pre-Christian origin (the world of fairies), and 
that of Protestant Christian origin (the world of the Devil in 
persona and the theme of e x o r c i s m ) . This results in a strange
cross-section of myth, romance, and possibly a pastoral novel.
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This extraordinary story has so far been rather n e g 1ected by 
H o g g ’s cr i t i cs even though the story sets the structural pattern 
of duality for* the epic The Three Perils of Man, as Gifford 
pointed out.2 Scott found the story “the most ridiculous story" 
he had ever read,3 an opinion which I can share only in some 
degree because I see the problem in a different light. The story 
may be ridiculous from the traditional generic point of view, but 
what coud be unacceptable for Sir Walter Scott and his 
contemporaries can become an asset for a postmodernist reader who 
is familiar with current techniques of fragmentation, unexpected 
changes of perspectives, and shocking treatment of the reader’s 
expectations based on formal conventions of a genre. Even its 
structural faults, such as a double ending (Hogg does not seem to 
know when to stop), thus may become assets and experimental 
f eatures.
The story gives also an impression of a fragment from a huge 
fresco; not all the relations become clear as if the author had 
indended to write a continuation.
In fact, the story itself is a series of continuations: it 
does not end when one would think it could. This may be 
irritating to readers accustomed to w e 11-structured narratives, 
but it can be also an interesting technique, illustrating how to 
maintain the sense of absurdity and of limits of human vision and 
understand i n g .
It is absurd enough when the shepherd Croudy is 
metamorphosed into a pig and is almost slaughtered for being 
a witness of a supernatural metamorphosis; it is twice absurd 
when Croudy, after being saved, accuses an innocent girl of using 
witchcraft to perform his metamorphosis; and it is thrice absurd 
when the girl faces execution and can be saved only by being
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(metamorphosed into a snow-fowl . And finally, it, is most a b s u r d  
and inappropriate. when heir m e t a m o r p h o s e d  lover is shot b y  
a h u nter and eaten.
We can read the text, however, in a dif f e r e n t  w ay than 
H o g g ' s  audience could, and als o  in a w ay w h ich is p r o b a b l y  c l o s e r  
to H o g g ’s mode of thinking, c h a r a c t e r i z e d  b y  wild leaps of 
imagination. Let us now d i s c u s s  the space in w h ich the 
m e t a m o r p h o s e s  take place and what structural r o les t hey assume in 
the t e x t .
The Space of the M a r v e l l o u s
The s t o r y  is set in the m y t h i c  u n i verse of folk myth, in the 
space of the marvellous. D o u g l a s  G i f f o r d  is p e r h a p s  the first to 
notice the s p e c i f i c  qua 1 ity of the s t ory and he c o n s i d e r s  H o g g ’ s 
tales to be " d e s c e n d a n t s  of an a g e - o l d  m y t h o l o g y  with its own 
logic and its own o r g a n i c  l a w s . " 4 He n o t e s  further on:
"For the first time Hog g  went b ack to the Middle A g e s ; not 
as far as in Three P e r i l s  of Nan. but to James IV, al t h o u g h  
in b o t h  w o rks the "history" is r e a l l y  f o l k - h i s t o r y , a w e lter 
of po p u l a r  memories, often confused, and c o n f l a t i n g  d e eds of 
d i f f erent kings and h e r o e s . " 4
The nature and s t r u c t u r e  of the space r e v e a l s  that the text 
in fact r e p r e s e n t s  a t r a n s i t o r y  stage be t w e e n  a r e told folk 
legend, romance, and pastoral. H o g g  mixes two traditions: the
Ch r i s t i a n  m o n o t h e i s t i c  tradition wit h  the Devil and witches, and 
the m y t h i c  p l u r a l i s t i c  p r e -C h r i s t i a n  t r a d ition wit h  fairies and 
d e m o n s .
C h r i s t i a n i t y  n a t u r a l l y  tried to uproot pagan tra d i t i o n s  and 
su b s t i t u t e d  d e m o n s  with the devil and good fairies with angels 
and saints. Since in P r o t e s t a n t  relig i o n  the role of angels and
24
sa inis as m e d i a t o r s  be t w e e n  the u n r e a c h a b l e  God and p e ople is 
restricted, their role is often p e r f o r m e d  b y  fairies.
But the concept of F a i r y  Lan d  is an a m b i g u o u s  one. There are 
g o o d  fairies as well as b a d  fairies. The F a i r y  Land is a m a g i c  
r e a l i t y  of great b e a u t y  but also of great p e r i l s  b e c a u s e  it 
follows a dif f e r e n t  logic. A single d a y  in F a i r y  L a n d  u s u a l l y  
lasts a whole year. It is a n o t h e r  w o rld and therefore not all the 
e n c o u n t e r s  can end well. A fairy gift can b r i n g  p r o s p e r i t y  but 
also u n h a p p i n e s s  and disaster.
Each act of the two fairies is m a r k e d  w ith e x p l i c i t  or 
implicit ambiguity. First of all the reader is kept in 
u n c e r t a i n t y  w h e t h e r  they are good or e v i l . T h e i r  fierce b e h a v i o u r  
does not always give the right cues.
First they are seen as white h o unds k i l l i n g  a y o u n g  lady. 
T hey shock the read e r  by  s a y i n g  that she was the t w e n t y - t h i r d  
victim and they are about to co m p l e t e  their task, which is n e ver 
e x p lained and r e m a i n s  a m y s t e r y  of the o t h e r  w o r l d . 5 O n l y  much 
later can the r e a d e r  piece the s c a t t e r e d  cues t o g ether and assume 
that all these v i c t i m s  were p r o b a b l y  witches. Then they 
m etam o r p h o s e  the s i l l y  s h e p h e r d  C r o u d y  into a pig just b e c ause 
they do not want him to interfere with their plans and thus 
almost b r i n g  about his death. When one of the fairies 
m e t a m o r p h o s e s  C r o u d y  back at the v e r y  last minute to save him 
from b e ing slaughtered, she doe s  it not be c a u s e  she would p i t y 
him but b e c a u s e  she is moved b y  his faithful dog who d i s p l a y s  
genuine sorr o w  for his master. She shows more c o n cern for the 
animal than for the man.
A n o ther example is t h eir last magic intervention-' 
m e t a m o r p h o s i s  of the pastoral couple P e r y  and Gale into 
moor-fowl, intended to h elp them escape from prison, seems to be 
a rather c o n t r o v e r s i a 1 decision. Was it r e a l l y  n e c e s s a r y ?  Whv
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c o u l d  not, justice p r e v a i l ?  Suc h  a metafflorphosis has a r a t h e r  
d i s t u r b i n g  effect and d oes not seem b r i n g  about a n y  h a p p y  ending, 
e s p e c i a l l y  when the a u t h o r  in the c y n i c a 1 e p i logue informs us about 
the further u n f o r t u n a t e  fate of the pastoral pair-' the male b ird 
is shot and eaten at a d i n n e r  party.
In the end the two fairies pr o n o u n c e  a strict d e n u n c i a t i o n
of the w o rld when Clara ask s  her s i s t e r  w h e t h e r  she w a n t s  to live 
with the king or leave the b o n d s  of reality.
"Sooner I w o uld be a worm that c r a w l s  among these weeds, 
than subject to the embraces, humours, and c a p r i c e s  of s u c h  
a thing - happiness, truth, and p u r i t y  of heart are there 
u n known - Me n t i o n  some o t h e r  tie to nature, or let us bid 
a d i e u  for eve r  without a s i g h . " 5
This is a r e m a r k a b l e  ex a m p l e  of moral and spiritual
disillusionment, as well as an e x p r e s s i o n  of desire for 
t r a n s c e n d e n c e  of u n s a t i s f y i n g  material reality, w o r d e d  in 
a strong, e x p r e s s i v e  language.
The m y t h i c  mode is the space of the marvellous, m a g i c  is 
pr e s e n t e d  as an integral part of the world. This fact is 
r e f l e c t e d  in the nar r a t i v e  perspective. The me talfiorphoses in the 
story are pre s e n t e d  as real obj e c t i v e  facts. A n u m b e r  of
w i t n e s s e s  c o uld see C r o u d y " s  m e t a m o r p h o s i s  from a pig into a man. 
Hogg also makes no attempt to s u b j e o t i v i s e  the fairies. T h e y  are 
real. T h e y  are present in b o t h  the characters" d i s c ourse ( C r oudy
tells Gale about the m e t a m o r p h o s i s  on the Eildon H i l l 5 ) as well
as in the authorial d i s c o u r s e  (e.g.the scene at the end in w h i c h  
the fairies are p r e s e n t e d  d i r e c t l y  without any w i t n e s s . 5
Even though the s t o r y  is set in a m y t h i c  space, from the
formal point of view it is n e i t h e r  a legend, nor a fairy tale.
With r e g a r d  to the material, the plot and c h a r a c t e r s  and setting.
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it is 1 ike a fairy tale. But the treatment is to a g r eat extent 
realistic. Hogg w r ites a fairy tale in the fiction manner. The 
s t o r y  lacks typical m a gic formulae even though it o p e n s  w i t h
"the initial w a g e r / c o n d i t i o n  common to the B a l l a d s  a n d  The 
Three P e r i l s  of /fan. wit h  a fairy-tale betting, the bet 
c o n t a i n s  m a gic n u m bers and ingredients w h i c h  medieval 
listeners loved to hear r e p e a t e d . " 7
C r a w f o r d  say s  about H o g g :
" . . .he was an inveterate. almost a c o m p u l s i v e  m i x e r  of 
genres - ' p a s t o r a l - c o m i c a l , h i s t n r i c a 1 -p a s t o r a 1, tragical -
- com i ca 1 - h i stor i ca 1 - p a s t o r a  1 ’ C Ham let-. IT . i i . 404- 6) - and
that the d o m inant one. thou g h  he almost a l ways b l e n d e d  it 
with others, was R o m a n c e . " 3
The s t o r y  can be seen as a f o r e runner of modern f a n t a s y  - it 
takes place in the medieval world and plac e s  the plot in the 
space of the m a r v e l l o u s  while treat i n g  the topic in a fairly 
r e a l i s t i c  manner.
Structural d u a l i t y
The concept of the supernatural is a product of an ancient 
ontological d u a l i t y  and b e c o m e s  an e x t r e m e l y  powerful p a t t e r n  of 
thought, in medieval literature. Man y  r e n o w n e d  c r i t i c s  have 
dis c u s s e d  e x t e n s i v e l y  the s i g n i f i c a n c e  of d u a l i t y  inherent in 
S c o t t i s h  psyche and s o c i e t y  in terms of d i s s o c i a t i o n  or s p l i t . 9 
It is not the p u r pose of my work to deal with these c o m plex  
problems; I want to refer b r i e f l y  to the structural d u a l i b y  of 
the text in relation w i t h  m e t a m o r p h o s i s .
Du a l i t y  is the main structural p r i n c i p l e  which u n ites the 
story and is s u s t a i n e d  with an a m a z i n g  consistency, though it is
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hard to s a y  to what extent it has been a p p l i e d  c o n s c i o u s l y  or 
unconsciously. The d u a l i t y  will offer a structure in w h i c h  we can 
s t u d y  metaffiorphosis.
The s t o r y  has two loosely i n t e r connected n a r r a t i v e  lines: 
the ’ l o w ’ w o r l d  of pastoral n a r r a t i v e  and the ’high* w o r l d  of 
r o m a n c e . The former d e s c r i b e s  the even t s  in the w o r l d  of lower 
classes including the m i s f o r t u n e  of Croudy, the latter t a k e s  us 
to the royal court. The pa t t e r n  of two parallel n a r r a t i v e  lines, 
which are c o n n e c t e d  t h e m a t i c a 11y . was later used in The Three 
P e r i l s  of Man. The vertical d u a l i t y  of ' l o w ’ a nd ’high' is
su p p l e m e n t e d  b y  the horizontal d u a l i t y  of the real and the
supernatural ( the world ’b e y o n d ’ ) .
These b a s i c  d u a l i t i e s  are further subdivided. The low
vertical d u a l i t y  c o n t a i n s  the c o n t r a s t i v e  pair of shepherds,
Croudy and Gale. C r o u d y  is a primitive, superstitious, comical, 
and at the end even a g r o t e s q u e  character, sp e a k i n g  Scots: while
Gale is an example of a learned shepherd, spe a k i n g  English.
C r oudy is a s s o c i a t e d  with b u r l e s q u e  ridicule-’ he r e p r e s e n t s  the
really ’ l o w ’ and ' b a s e ’ in the ' l ow’ world, while Gale is just 
the opposite, as a true pastoral c h a r a c t e r  he r e p r e s e n t s  the
' h i g h ’ of the ’ low w o r l d ’ •’ he r e m a i n s  faithful to the u n f o r t u n a t e
Pery and r e f u s e s  to be l i e v e  the a c c u s a t i o n  that she is a witch.
In the ’h i g h ’ world, the kin g  is op p o s e d  by  lord Douglas.
In the supernatural world, the w o r l d  of fairies is put in 
o pposition to Devil. Two fairies are c o n t r a s t e d  with two witches 
that come to the court and accuse the fairies, now c h a n g e d  into 
white hounds, of kidnap^ping y o ung people.
The b l a c k - a n d - w h i t e  d u a l i t y  is one the oldest and most 
primitive nar r a t i v e  techniques. It is interesting to n o tice that 
H o g g ’s d u a l i t y  is r a ther ontological or social than m o r a 1. Croudy  
comes to pla y  the role of a villain out of ignorance and
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s u p e r s t i t i o u s  fear. Most a m b i g u o u s  are. however, the c h a r a c t e r s  
at the court. What should we think of the k i ng's w i t c h - h u n t i n g ?  
What shou l d  we think of the ' o b j e c t i v e ’ me t h o d s  of d e t e c t i o n  of 
w i t c h e s  when they fail to prove the innocence of the p o o r  m a i d  
P e r y ?  Even the good, learned s h e p h e r d  Gale is not s p a r e d  some 
irony. though the irony comes t h r ough C r o u d y  who c o n s i d e r s  
G a l e ’s e d u c a t i o n  and language as a b a r r i e r  w h ich p r e v e n t s  him 
from p e r c e i v i n g  the s u p e r n a t u r a l .
And this m e t h o d  of introducing a m b i v a l e n c e  a nd moral
u n c e r t a i n t y  b e c o m e s  one of the traits of H o g g ' s  fiction. It may 
not be a l w a y s  an intentional feature; s o m e t i m e s  it may be s i m p l y  
H o g g ' s  failure to make up his m ind about the characters.
The Role of M e t a m o r p h o s i s
In the m y t h i c  mode, m e t a m o r p h o s i s  p l ays a double role: it is
Prirt, of a col l e c t i v e  ritual (a carnival) d u r i n g  w h ich social 
roles are d i s c a r d e d  and people d e s c e n d  onto the animal level to 
get a release from the a c c u m u l a t e d  social pressure.: 11 it is, 
however, also a magic p e r f o r m a n c e  w h ich r e m inds us of the 
existence of a higher o r der of existence, t r a n s c e n d i n g  the 
material world, and of the terrible power it can e x e rcise over 
human 1 ives if they happen to c r o s s  or obstruct the m y s t e r i o u s  
course in a w r o n g  way. In this respect it does fulfill the 
ethical role of the agent of justice.
This d o u b l e - e d g e d  nature of the s t o r y  accounts, together 
with certain structural faults, for c e r tain d i s t u r b i n g  e f f ects 
and the negat i v e  r e c e p t i o n  it has received.
M e t a m o r p h o s i s  is an important structural element in the
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s i n r y . As a dy n a m i c  element, it. b r i n g s  about c o n f l i c t s  and also  
h e l p s  to solve them. It s e r v e s  as a disguise, a m e ans of removal 
of the u n w e l c o m e  witness, or as p u n i s h m e n t  and escape.
On the s y m b o l i c  level, m e t a m o r p h o s i s  is an image of a fall. 
G r o v e s  has n o t e d  that while in H o g g ’s e a r l y  work we can find b o t h  
k i nds of s y m b o l i c  movements, the descent and ascent, in his prose 
a f ter 1S16 "in general H o g g  b e g i n s  to cul t i v a t e  g r e a t e r  
realism. . .and als o  to e m p h a s i s e  m a i n l y  the lower ha 1f of the 
circle, the journey of d e s c e n t . " 12
H e t a m o r p h o s i s  in romance o p e r a t e s  as a traditional motif of 
disguise, as in a c o m e d y  of manners. The fairies and the Devil 
'disguise' t h e m s e l v e s  in o r der to get a c cess to the king and 
achieve their objectives. M e t a m o r p h o s e d  into white hounds, they 
can e a s i l y  chase their human v i c t i m s  in a d e e r ’s shape and kill 
them. (The n u m b e r  of their k i l l i n g s  is e q u a 1 to the n u mber of the 
m i s s i n g  people which s u g g e s t s  that they do not kill a n y  real 
deer) . The Devi 1 d i s g u i s e s  h i m self as an old knight as he tries 
to turn k i n g ’s sus p i c i o n  to his favourite hounds.
In the P a s t o r a 1 narrative, we can find two major cont r a s t i v e 
metamorphoses: C r o u d y  c h anges into a pig and b a c k  to his human
shape, and the pastoral pair of lovers, P e r y  and Gale, change
into m o o r - f o w l . The m e t a m o r p h o s e s  operate as m e ans of punishment 
and escapp resppctively. Each m e t a m o r p h o s i s  c o mes as a s h o c k  for 
the r e a d e r  b e c a u s e  it does not follow the logic of the s t o r y  and 
r e p r e s e n t s  a g r oss d i s l o c a t i o n  c h a l l e n g i n g  our expectations.
The simple s h e p h e r d  C r o u d y  b e c o m e s  a w i t n e s s  of the
m e t a m o r p h o s i s  of a dead b o d y  of a lady into a dead roe deer,
killed b y  the k i n g ' s  hounds, who turn out to be fairies. The
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whole rselaniorphical scene is t r e ated wit h  great ambiguity.
" T saw the twa white h o u n d s  a* the gate, but nae a p p e a r a n c e  
of a deer; a n ’ aye they came n e a r e r  an' near e r  to me, till
at last I saw a bonny, braw, y o ung lady, a ’ clad i’ white, 
about a b u n d e r  p a c e s  frae me, a n ’ she was aye looking b a c k
an' rinning as gin she want it to be at the Eildon Tree. When 
she saw the hounds comin on hard b e h i n d  her,she c r i e d  out 
but soon o ' e r t o o k  her, threw her down, a n ’ tore her, an' 
w o r r i e d  her; an' I heard her m a k i n ’ a noise as gin she had 
been l a u g h i n ’ ae whilen' s i n g i n ’ another, a n ’ 0 I thought 
her sang was s w e e t . " 13
At this point the s y m p a t h y  of the r e a d e r  will go w i t h  the
white lady; her white d r e s s  s u g g e s t s  innocence, but the m o d e r n  
r e a d e r  may ov e r l o o k  the fact that the white lady tries to r e ach 
the Eildon Hill, a h a u nted place. To add to our confusion, C r o u d y  
r e p o r t s  that the lady made s o u n d s  as if she were laughing, but 
this may be o n l y  his lack of c o m p r e h e n s i o n  since he is p r e s e n t e d  
as a t h i c k - h e a d e d  simpleton. The o v e r h e a r d  c o n v e r s a t i o n  is also 
r a ther m y s t i f y i n g  and does not shed much 1 ight on the whole 
mystery. The fairies say.’ " . . .she is the t w e n t y - t h  i r d , and soon 
our task will be d u n e . " 13 O n l y  later on can we deduce that the 
lady was the d a u g h t e r  of a witch and w as killed b y  the fairies 
(hounds) on the order of some m y s t e r i o u s  high e r  metaphysical 
authority, p r o b a b l y  to redeem their own sins.
B e c oming an u n w e lcome wi t n e s s  of a mystery, C r o u d y  has to be 
cl e a r e d  a w a y  and m y t h i c a l l y  p u n i s h e d  for his curiosity. Han is 
not e x p e c t e d  to be a P e e ping Tom.
C r o u d y ’s H e t a m o r p h o s i s  as P u n i s h m e n t  - the Fall
M e t a m o r p h o s i s  into animal, a b e i n g  of a lower order of life, 
is a s y m b o l i c  e x p r e s s i o n  of the F a l 1. It g o mes u s u a l l y  as
a pun i s h m e n t  for some o f fence a g a inst the universal laws because
the nature of s uch a p u n i s h m e n t  r e q u i r e s  a supernatural force.
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C r o u d y  if? sietafflorphoseci into a huge boar* in order to p r e v e n t  him 
froffi interfering with the p l a n s  of the fairies. He is s a ved from
b e i n g  b u t c h e r e d  o nly by a last minute rescue m e t a m o r p h o s i s  whe n
one of the fairies takes pit y  on him. not b e c a u s e  of C r o u d y  
himself, but be c a u s e  of his faithful dog that s h ows a g e n u i n e
distress. The fairies and the a u t h o r  reveal a d i s c o n c e r t i n g  lack
of c o n cern for C r o u d y  who at this stage has not done a n y t h i n g  
r e a l l y  b a d  and his o n l y  o f fence s e e m s  to be his t h ick h e a d e d n e s s  
and ill-fated c u r i o s i t y  w h ich made him an unw e l c o m e  w i t n e s s  of 
the game of those who w i eld power.
C r o u d y ’s m e t a m o r p h o s i s  s e r v e s  two b a s i c  pur p o s e s  in the
narrative: it introduces o t h e r  b u r l e s q u e  comical s i t u a t i o n s  into
the pastoral s t o r y l i n e  and o p e r a t e s  thus within the c o n text of 
the genre m e n i p p e a  with the aim of liberating o n e ’s self from the 
social c o n v e n t i o n s  by means of a spontaneous, uninhibited, fun
(m e t a m o r p h o s i s , masquarade) w h ich is d e r i v e d  from an unusual
perspective. It also s e r v e s  a technical p u r pose on the s y n t a c t i c  
level of the plot: the m e t a m o r p h o s i s  of C r o u d y  into a pig the
fairies c l e a r s  a w a y  an u n w e l c o m e  w i t n e s s  and the fairies can go 
on u n h i n d e r e d  wit h  their plans.
A gentle r e a d e r  may find it rath e r  a cruel joke when C r o u d y
is to be slaughtered, just b e c a u s e  he h a p pens to be in the w r o n g
place at the wrong time and o v e r h e a r s  the fairies. But the w o rld
of rnyth as a m e t a p h o r i c  r e f l e c t i o n  of ancient human situation was 
often 1 ike that. (See the u n f o r t u n a t e  c h a r a c t e r s  in Ancient G r eek 
raytho1o g y .)
On a symbolical level, C r o u d y ’s m e t a m o r p h o s i s  reveals his 
coarse nature. One would expect the s t ory to end at this p*oint, 
but Hogg goes on as if he thought he did not d i s p l a y  fully
C r o u d y ’s character. And so when C r o u d y  is b a c k  in human shape, he
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immediately a c c u s e s  Per y  of w i t c h c r a f t  b e c a u s e  she was h e l p i n g  to 
hold him when he was about to be slaughtered. What looks at first 
1 ike a joke, d e v e l o p s  into a tragedy. P ery is put on trial and 
wi tch marks are found on her b o d y  b y  the r o y a 1 expert on witches.
From this d e v e l o p m e n t  we can see how important his 
m e t a m o r p h o s i s  is in the s t r u c t u r e  of the story. Naturally, a lso 
the c h a r a c t e r  of C r o u d y  b e c o m e s  i n c r e a s i n g l y  p r o m i n e n t  in the 
story. He turns into a g r o t e s q u e  character, a p r o t o t y p e  of
a d a n g e r o u s  s u p e r s t i t i o u s  pri m i t i v e  who is b l i n d e d  b y  fear and 
hatred and is unable to see the true n a ture of things. He doe s  
not rise from his fall and r e m a i n s  a b e i n g  lower than a beast, 
b e c ause he lacks human reason as well as animal instincts. C r o u d y  
b e l o n g s  to the family of r e l i g i o u s  fanatics which haunt G o thic 
novel and R o m a n t i c  fiction, such as The M o n k  b y  M.G.Levis. 
Hie Zancf by Ch. B. Brown, The D e v i l ’s Elixir* b y  E . T . A . Hof f mann , The 
Private M e m o  i rs and C o n f e s s  inns of  a J u s t i f i e d  Sinner* b y  J a mes  
Hogg
H e t a m o r p h o s i s  of Gale and P e r y  - Escape
The final m e t a m o r p h o s i s  which can stand as an example of the 
ascent, in c o n trast to C r o u d y ’ s d e scent is the me t a m o rphos i s of 
Pery and C r o u d y ’s young neighbour, s h e p h e r d  Gale, into moor- 
fowl . It is a rather c o ntroversial ending. The read e r  would 
rather expect that the unjust a c c u s a t i o n  of w i t c hcraft would be 
1 ifted and P e r y  would be set free.
If C r o u d y ' s  m e t a m o r p h o s i s  into a pig r e p r e s e n t s  the Fall, 
what about the m e t a m o r p h o s i s  of Gale and P e r y  into white fowl at 
the end of the story?
T h e o r e t i c a l l y  it shou l d  also s i g n i f y  a fall b e c ause if is 
a m e t a m o r p h o s i s  into a lower form of life. Rut the couple is
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ei-rpecLed to a c h ieve h a p p i n e s s  on this level, w h i c h  t h e y  vere
u n a b l e  to achieve in human shape. Their flight, a m o v e m e n t  
upward, c o uld rep r e s e n t  an ascent b e c a u s e  it b r i n g s  them
a release from pris o n  and death, even t h ough o n l y  a t e m p o r a r y
o n e .
Hog g  o b v i o u s l y  d e c i d e d  to t r a n sform the legend into a h oax 
and make it p s e u d o a u t h e n t i c . T h e r e f o r e  he adds a r a t h e r  cynical 
rema r k  that the hen, that is Pery, was shot b y  a hunter.
One w o u l d  think that the s t o r y  will end wit h  the esca p e  of 
P e r y  and Gale b y  m e ans of m e t a m o r p h o s  i s , w h i c h  would be a rather- 
d i s t u r b i n g  but impressive ending. But Hog g  again d oes not seem to 
know where to stop, and adds a fairly g r o t e s q u e  m y s t i f y i n g  
ep i l o g u e  which is hard to accept for ’ the g e ntle r e a d e r ’ .
The a u thor tells us that the hen was not o n l y  shot but also  
eaten and even g i ves an exact da y  of the dinner, "on the 2 0 t h  of 
October, 13!7, and that was the final end of poor Pery, the Maid 
of E i 1 d o n . " *4
The supernatural escape of the two lovers by  m e ans of 
m e t a m o r p h o s i s  thus p r o v e s  to be an i ron i o fai lure b e c a u s e  once 
again the supernatural p l ans are o b s t r u c t e d  b y  the human factor. 
The b ird was c e r e m o n i o u s l y  eaten, w ith strange e f f e c t s  on the 
minds of the g u e s t s  at the dinner-'
"The effect on these g e n t l e m e n  has been p r o d i g o u s  - the 
whole str u c t u r e  of their m i n d s  and feelings has u n d e r g o n e  a 
cofflplet.e change, and that g r i e v o u s l y  to the worse; even 
their o u t w a r d  forms, on a near inspection, appear to be 
a l t e r e d  c o n s i d e r a b l y . " 15
Hogg does not s p e c i f y  this kind of m e t a m o r p h o s i s  and c o n t i n u e s  
with a c o m p l e t e l y  irrelevent c o m ment on the s u r v i v i n g  cock who 
after two h u n d r e d  and fifty y e a r s  ought to be a unique 
e y e - w i t n e s s  of "the h i s t o r y  of the hunting, the fowling, fishing, 
and pastoral e m p l o y m e n t s  of that d i s t r i c t . .."15
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The end c o mes like a slap. The e p i l o g u e  b e t r a y s  a s h o c k i n g  
lack of concern for the s e p a r a t i o n  of the t,wo lovers. Tt is h a r d  
to say w h e ther it is a structural flaw or H o g g ' s  ironic i n t e ntion 
to have a laugh at r o m a n t i c  love stories. H o w  s h o u l d  we read t h i s 
metamorphical feast? Is it iust an o t h e r  e x a mple of H o g g ' s  a m a z i n g  
lack of sense of p r o p o r t i o n  and g e n e r i c  discipline, which, 
however, adds an a u t h e n t i c  touch to the s t ory?
At the end H ogg uses his favourite device of s t e p p i n g  in in
the role of an e d i t o r  of a u t h e n t i c  material. a devi c e  he
f r e q u e n t l y  uses. The ch a o t i c  and incongruous effect the s t o r y
p r o d u c e s  e n h a n c e s  the illusion of authenticity, as if the author-
o n l y  m e d i a t e d  the strange, c h a o t i c  flow of life, in which the 
good and s i n cere lovers may not be rewarded, c o u n t e r  to o ur 
e x p e c t a t i o n  and desire. Event,s in human 1 ife seld o m  reveal
a structural pattern.
The g r o tesque end r e i n t r o d u c e s  the issue of human
involvement in the world.’ once again it is a blind, insensitive 
human c h a r a c t e r  who c r o sses the path of the metaphysical
P ro v i d e n c e  and o b s t r u c t s  Its c o u r s e .
In fact all human inter v e n t i o n s  in the matters of
metaphysical nature lead to disaster. If C r o u d y  had not tried to 
interfere with the supernatural w o r l d  of the fairies, he would 
not have been m e t a m o r p h o s e d  into a pig. If he had not been
metamorphosed, then Pery w o u l d  not have been accused of
witchcraft. If the king had not bee n  keen on v/itch-hunting and
left it to the supernatural agency, Pery would not have faced
d e ath and would not have been m e t a m o r p h o s e d  into the s n o w - f o w l .
If the hunt e r  had been more careful and b e t t e r  informed about the 
magic b i rds in his h u n t i n g  region. Gale in the b i r d  shape would 
not have been shot and s e p a r a t e d  from his b e l o v e d  Pery.
And thus we can see that there is some kind of moral logic
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in the deep s i r u c i u r e  of the tale, w h ich is a g ain d e r i v e d  frora 
the folk m y t h i c  thought w h ich p r o v i d e s  Hog g  with some e l e mental 
f o o thold in his p r o tean voir Id of changes.
"In other’ words, the m y s t e r i o u s  has p r i m a r i l y  a h u m a n  and 
social signi f i c a n c e ; on this eairth. All of H o g g ' s  m a i o r  
figures must confront this chaos, and their1 r e s p o n s e  to it 
d e f i n e s  their moral condition. The honest c h a r a c t e r s  e n d u r e  
the descent with some e q u a n i m i t y  and avoid j u d g i n g  o t h e r s  by  
appearances. while immature c h a r a c t e r s  try to e s c a p e  from 
mystery. . . 1
The t r a g e d y  is caused b y  human lack of r e s p e c t  and 
u n d e r s t a n d i n g  for the d e e p e r  existential u n d e r c u r r e n t s  of life. 
The end seems to be intended as satirical c o m m e n t  on the n a ture 
of modern s o c i e t y  and its rationalism, which still p a r a d o x i c a l l y  
can not escape a t a v i s t i c  m u r d e r s  and cannibalism. If one d oes not 
rec o g n i s e  the danger, if one r e m a i n s  b l i n d e d  b y  e m o t i o n s  or 
ignorance, then one c r o s s e s  the metaphysical law of the nature 
and has to suff e r  the p u n i s h m e n t  in the form of m e t a m o r h o s i s  as 
a fall into the chaos and non-di fferentiation. Tn s y m b o l i c  terms, 
man m e t a m o r p h o s e s  into a beast, in r e a l i t y  he b e c o m e s  less than 
h u m a n .
This harsh satirical comment is r e i n f o r c e d  b y  the ending, 
when the two fairies decide to leave the human world for e ver and 
escape into some kind of h i gher existence, finding no virtue 
among people and d i s m i s s i n g  even the king as "a b l o c k " 1'7 As 
a result of that, the s t o r y  d oes not end in any k ind of fall or 
rise, but in a simple d i s a p p e a r a n c e  from our world. T h i s  strange 
r o m a n t i c  comp r o m i s e  again p r o v e s  the u n s t e a d y  m e t a m n r p h i c a 1 
nature of Hogg, who s t r u g g l e d  b e t w e e n  his m y thic cultural 
h eritage and current cultural trends - r a t i o n a l i s m  and 
romanticism. M e t a m o r p h o s i s  t h e r efore serv e s  as a s y m b o l i c  vehicle 
for his twists of moods and v i e w s  as well as a v e hicle for his 
belief that one should n e ver trust a p p e a r a n c e s  and be open both
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i,o reason and intui lion, be c a u s e  Ihe true nature of t h i n g s  is 
of ten hiding b e h i n d  masks and veils.
M e t a m o r p h o s i s  is a supernatural phenomenon! as s u c h  it 
invokes the thr i l l i n g  feeling of e n c o u n t e r  w ith the o t h e r  and 
thus it r e m inds us of the p r e s e n c e  of m y s t e r y  in life.
"In fact his ghosts, brownies, v i s i o n s  and d r e a m s  a l w a y s
c a r r y  a s y m b o l i c  and th e m a t i c  signi f icance. w h a t e v e r  t h eir 
real s t atus in the real world. H o g g ' s  b r o w n i e s  and k e l p i e s
are a device to invoke the inexplicable. to k e e p  a l ive
d i f f erent possibilities. and to save r e a d e r s  from a single 
vision that d e m a n d s  e i t h e r  1 i t e r a l-minded b e l i e f  or 
d i s b e 1 i e f . " 1s
The r e a ding of H ogg b e c o m e s  an ad v e n t u r e  which d e m a n d s  an 
active p a r t i c i p a t i o n  of the r e a d e r  who has to fill the gaps and 
e l i p s e s  of meaning. Such an a u t h o r  invites us to a w o rld of w h i c h  
he p r e t e n d s  to be rath e r  a ’t r a n s l a t e r ’ than a creator.
The s t o r y  gives the a p p e a r a n c e  of a fragment from a huge
pseudoh. i stor i ca 1 fresco, it. g i v e s  us o nly a glimpse of the vast 
complexity, it s e ems to be a mere episode. Ve get only gl imposes 
of the 1 i fe at the r o y a 1 court, we hear onl y  rumours of the 
p l o t t i n g  and intrigues, we get g l i m p s e s  of the higher o r d e r s  of 
life, of the magical Outworld, of the eternal struggle b e t w e e n
the c o r r u p t i n g  forces of evil and not alwa y s  clearcut p o w e r s  of 
the good, we meet c h a r a c t e r s  who b e c o m e  an e a s y  prey, v i c t i m s  of 
the m y s t e r i o u s  p o w e r s  u n d e r l y i n g  the reality. We are back in the 
w o rld of myths though the moral b o r d e r s  are often u n c e rtain and 
the innocence and good intention is not n e c e s s a r i l y  r e w arded in 
the proper, conventional way, in short, we are in a world w h ich 
we do not fully comprehend, and that is, I suppose, a very modern 
human situation.
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Ill
James Hogg
THE THREE PERILS OF MAN - WAR, WOMEN AND WITCHCRAFT
The Three Perils of Men (1822) is H o g g ’s longest, and most 
extravagant novel. It- can be taken as a forerunner of modern
fantasy, and it is undoubtedly one one of the most extraordinary
prose works of European Romanticism. It is both feat and feast of 
metamorphoses. It would be very hard to find a British book which 
could compete with its variety and quantity of metamorphoses. 
They constitute an essential dynamic structural element and 
convey a symbolic meaning - the fall of man into a lower level of 
being as under the spell of war, women and witchcraft.
Compared to The Hunt of Eildon the metamorphoses acquire 
much wider variety of roles, but still remain within the space of 
the marvellous and do not acquire the psychological dimension 
we find in The Private Memoirs and Confesions.
Each respective theme of the title is symbolically
associated with real or metaphoric metamorphosis. War and courtly 
love reduce men to raving beasts and fools. Witchcraft does the 
same; it literally changes people to beasts and deceives the 
senses with all kinds of tricks and charms. All the three dangers 
put man ' into a Fallen S t ate’ .
Metamorphosis also provides a very powerful stimulus for 
Hogg's creative imagination. Hogg is evidently at his best when 
he deals with the supernatural, as Simpson claims.1 The encounter 
with the supernatural ignites H o g g ’s creative imagination.
His extensive use of metamorphosis suggests fascination with 
physical change which defies the laws of reason and reminds us of 
the mythic fact that life is a mystery and any attempt to exploit 
it or control it ends with a terrible fall. The protean world of
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m e t a m o r p h o s e s  is a m a n i f e s t a i i o n  of his inherited m y t h i c  
u n c e r t a i n t y  vi th r e g a r d  to the w o rld of appearances, w h ich b r i n g s  
Hogg very close to the p o s t m o d e r n i s t  reader.
But the g r e atest peril of the r e a d e r  of this b o o k  is
a c t u a l l y  none of these things, but his own e x p e c t a t i o n s  of what 
a true romance or fairy-tale s h o u l d  look like and how it s h o u l d  
be experienced. We s h o u l d  read the b o o k  r a t h e r  in the tr a d i t i o n
of the p r o v o k i n g  1 iterary e x p e r i m e n t s  of sound, unsentimental 
vi t a l i s m  to be found in the works of Lawrence Sterne, and to some 
extent in those of T o b i a s  Smoll e t t  and H e n r y  Fielding. But the 
most, important source of inspiration 1 i es in the rich S c o t t i s h  
folklore of the B o r d e r  area.
The Dual Na r r a t i v e  Space
Before I b e gin the d i s c u s s i o n  of the types and roles of
m e t a m o r p h o s i s  in the text, I want to c l a r i f y  the structural sr>aoe 
of the text which h e a v i l y  leans on the pri n c i p l e  of duality.
The book is H o g g ' s  most, a m b i t i o u s  and also his most 
successful s y n t h e s i s  of Bord e r  folklore and medieval Romance. If 
in The Brown/e of ( I B 17) Hogg m i xed t o g ether a popular
ghost tale and historical r o m ance while o p e r a t i n g  within the 
framework of the uncanny, in The Three P e r i l s  of If an he d e c ided  
to s e p arate the u n c a n n y  and the marvellous. As in The Hunt of 
E i l d o n  he ch o o s e s  two n a r r a t i v e  1 ines.
The first nar r a t i v e  is an ironic version of medieval
romance. It d e s c r i b e s  the siege of R o x b u r g h  castle taken by the
English, s h owing a m e t a m o r p h o s i s  of the initial c h i v a l r y  at the 
b e g i n n i n g  to the war frenzy at the end. As in The Three Peri l s  Of 
Han, this nar r a t i v e  line could be call e d  'high r o m a n c e ’ , because  
it c o n t a i n s  main c h a r a c t e r s  of high a r i s t o c r a t i c  origin.
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The other n a r r a t i v e  is c l o s e r  to folk legend and m y t h  than 
romance and is also p e o p l e d  wit h  a v a r i e t y  of l o w e r - c l a s s  
characters. The narrative d e s c r i b e s  the e m b a s s y  of a b r a v e
knight. Charlie Scott, with his m o t l e y  band s e e k i n g  a d v i c e  from 
a m i g h t y  wizard Mast e r  Michael Scott at his Ai k w o o d  castle 
wh e t h e r  their lord. B o r d e r  baron Sir Ringan, s h o u l d  join the 
forces of lord D o u g l a s  or r e main neutral. T y p i c a l l y  of Hogg, the 
de c i s i o n  is c o n s i d e r e d  on p u r e l y  p r a g m a t i c  terms ■' what is more
p r o f i t a b l e  for the House of Sir R i n g a n  and w h e t h e r  the cause is
worth w a s t i n g  lives of his men.
The R o x b u r g h  n a r rative line o p e r a t e s  within the uncanny. The 
dy n a m i c  structural role of m e t a m o r p h o s i s  is s u b s t i t u t e d  with 
disguise, a favourite t e c h nique of the c o m e d y  of m a n n e r s  since 
Shakespeare. Apart from disguise, a kind of metaphorical
m e t a m o r p h o s i s  a p p e a r s  occasionally. It is u s u a l l y  used to
describe the e x t reme s t a t e s  of mind; in other words, madness. 
When the s t a r v i n g  English s o l d i e r s  are c h a n g i n g  into a ravi n g  mob 
and refuse to surrender, they are c o m p a r e d  to people p o s s e s s e d  by 
d e v i l ; "demon of a n i m o s i t y  and r e v enge has been conjured up"
The A i k wood n a r r a t i v e  line is on the o t her hand si t u a t e d  in
the space of the marvellous, and m e t a m o r p h o s i s  p l ays a key role
in it. The following part d e a l s  with the structural role of 
m e t a m o r p h o s i s  of the c h a r a c t e r s  and the se t t i n g  on the s y n t a c t i c  
and s e m a n t i c  levels of the text.
The Role of M e t a m o r p h o s i s
On the s y n t a c t i c  level, m e t a m o r p h o s i s  g e n e r a l l y  c r e ates  
c o n f l i c t s  and o p e r a t e s  as a dramatic, dy n a m i c  element. The whole 
Aikwood n a r r ative is full of metamorphoses: m e t a m o r p h o s e s  of
c h a r a c t e r s  and animals. Most of these m e t a m o r p h o s e s  do not pla y
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a r e a l l y  signi f icani role in the overal 1 s i r u c l u r e  of the novel. 
Th e r e  a r e ; however. three m a jor raetamorphoses that p l a y  a k ey  
rol e  in the plot and in the semantic: level of the text . T h e y  
p r o d u c e  three c l i m a x e s  a r o u n d  w h i c h  the nar r a t i v e  is p i v o t e d  and 
thus operate as c o h esive structural elements.
The first such c l i m a x  is a c a t a c 1y s i a t i c  m e t a m o r p h o s i s  of 
t.he setting. It o c c u r s  as a c l i m a x  of the metatnorphical contest 
b e t w e e n  the friar and Michael. It a c t u a l l y  b r i n g s  the n a r r a t i v e  
to a contraversial impasse, when the h e r o e s  b e c o m e  imprisoned in 
the tower as a result of the m e t a m o r p h i c a 1 c o n t e s t  of p o w e r  
b e t w e e n  the friar and Michael.
On one hand the impasse o f f e r s  an o p p o r t u n i t y  of learning 
s o m e t h i n g  more about the pr e s e n t  c h a r a c t e r s  t h r o u g h  their 
s t o r y - t e l l i n g  contest. Each e p i sode is told in a d i s t i n c t  d i c tion  
and n a r rative idiom, a technique of real ism which H o g g  f r e q u e n t l y  
e x p l o i t s  in his work (his c h a r a c t e r s  are often c h a r a c t e r i s e d  by 
th eir manner of s p e e c h ) .
On the o t her hand in its s h eer extent the s t o r y - t e l 1 ing 
c o n test is h u g e l y  out of p r o port i on even for the eighteenth- 
c e n t u r y  s t a n d a r d s  of digression. It is almost, as if the a u t h o r  
chose to ignore the major n a r r a t i v e  c o n c e r n s  and indulged himself 
in the pleasure of the traditional D e c ameron s t o r y - t e l l i n g  
s i t u a t i o n ; or of the later G a r? t e r bu ry  T a l e s  as G i f f o rd n o t i c e d . 3
In fact,, this kind of p r o v o c a t i v e  1 ack of c o n c e r n  for the 
read e r  who g e n e r a l l y  d e m a n d s  a linear order of the story, is 
again a typical p o s t m o d e r n i s t  feature.
The second d r a m a t i c  climax is again c l o s e l y  c o n n e c t e d  with  
m e t a m o r p h o s i s , but in this case with the m e t a m o r p h o s i s  of 
c h a r a c t e r  w h ich pr o v i d e s  an allegorical key to the o t h e r  impasse 
in the R o x b u r g h  nar r a t i v e  where Do u g l a s  finds himself in 
a deadlock, not b e i n g  able to take the castle.
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And finally, meiafflorphosis as an example of the suprense 
control over* nature and its u n d e r l y i n g  supernatural forces 
g e n e r a t e s  a m y t h i c  clim a x  of the b o o k  in the a c c ount of the last 
b a t t l e  of M a s t e r  Michael c o m m a n d i n g  the forces of Nature against 
S a tan with his a r m i e s  of supernatural d e mons and monsters. 
M i c h a e l ’s d r a m a t i c  fall from the he i g h t s  of p o w e r  and pride 
r e p l a y s  the drama of the F a u s t i a n  metaphysical fall.
The metaphysical fall of the m a gic su p e r m a n  is c o n t r a s t e d  
w i t h  the social and moral rise of Charlie, an honest hero with 
a gentle heart. the e m b o d i m e n t  of a simple m y t h i c  Scot, though 
even he is not spared occasional irony and is c l o s e r  to a peasant 
than to a fearless medieval knight of a r i s t o c r a t i c  c o n d u c t .
M e t a m o r p h o s i s  of the S e t t i n g
In contrast with The Hunt of Eildon. there are two basic 
types of m e t a m o r p h o s i s  - apart from m e t a m o r p h o s i s  of c h a r a c t e r s  
there is also m e t a m o r p h o s i s  of the s e t t i n g  (which is absent in 
ThR Hunt of Eildon) in The Three Peri 7.s of  Man. Such a type of 
m e t a m o r p h o s i s  n a t u r a l l y  p r o v i d e s  a d r a m a t i c  s p e ctacle which 
c o m p l e m e n t s  the m e t a m o r p h o s i s  of the character. It b r o a d e n s  the 
c o ntext of metamorphosis, s h o v i n g  the t h r e a t e n i n g  extent of the 
p o w e r  which r e a c h e s  b e y o n d  the individual and d i s r u p t s  natural 
1 aws and thus can affect the environment of the whole region.
The first m e t a m o r p h o s i s  s h o w s  the potential of power, the 
s e cond one the c o n s e q u e n c e s  of its abuse. In the first case, 
M a ster Michael s p l i t s  The Eildon Hill into three p e aks d u r i n g  the 
p o wer c o n test with the friar. In the second case, the na r r a t o r  
gives a d e s c r i p t i o n  of the region arou n d  the A i kwood castle 
nl a c m e d  with evil and lookinn like a fairv tale land of evil.
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The first m e t a m o r p h o s  i s r p v e a l s  the extent of rfiagic power 
and s u g g e s t s  s y m b o l i c a l l y  the price one has to p ay for it. The 
o t her m e t a m o r p h o s i s  can be taken in the R o m a n t i c  sense as 
a m e t a p h o r  of the mind c o r r u p t e d  b y  evil, it a r t i c u l a t e s  the 
extent of damage b o t h  in physical (a wasteland) and metaphysical 
sense (witches and evil c r e a t u r e s ) .
When the e m b a s s y  led by  Charlie is c o m i n g  near the Ai k w o o d  
castle, they observe-'
"It s e e m e d  as if the b r e a t h  of the enchanter, or his eye, 
had been infectious, and had w i t h e r e d  all within its 
influence, wh e t h e r  of vegetable, animal, or human life."4
If this o b s e r v a t i o n  is p r e s e n t e d  in the characters' di s c o u r s e  as 
a c o m p a r i s o n  ("as if"), there is another, even more s i n i s t e r  
d e s c r i p t i o n  p r e s e n t e d  as a direct fact by the na r r a t o r  Isaac:
"Rut ever since Master Michael Scott came from the col leges 
abroad to reside at the castle of Aikwood, the nature of 
d e m o n o l o g y  in the forest g l a d e s  was a l t o g e t h e r  changed, 
a full torrent of n e c r o m a n c y ,o r ,of witchcraft, d e l u g e d  the 
c o u n t r y  a l 1 o v e r , - a n  art of the most m a l ignant and a p p a 1 1 ing 
k i n d , " 5 "...d a u g h i o r s  were turned into roes and hares, to he
h u n t e d  down for sport to the Master. The old wives of the 
hamlet were saddled and b r i d l e d  b y  night, and urged with 
w hi p  and spur over whole realms. The cows were de p r i v e d  of 
their m i l k , - the b i nds cast their young, and no d o m e s t i c  cat 
in the whole district c o u l d  be kept alive for one y e a r . "5
The m e t a m o r p h i c a 1 image of the c o u n t r y  'polluted' with magic 
industry, the natural b a l a n c e  disturbed, and Nature abused, 
r e i n f o r c e s  the main th e m a t i c  c o ncern - s h o w i n g  the p e r i l s  of 
witchcraft, or the peril of r e v o l t s  against God and M a t u r e . The 
greater the rise, the gr e a t e r  the f a l l . One s h o u l d  s t a y  f i r m 1y on 
the g r o u n d  as Charlie d oes or s t ick to r e l i g i o u s  faith as the 
friar does.
All the m e t a m o r n h o s e s  are linked with the Fau s t i a n  f iaure of
44
M a s t e r  Michael Scoti, an a u t h e n t i c  historical c h a r a c t e r  who was 
a major medieval s c h o l a r  of international s t a t u s  in the
t h i r t e e n t h  century. H o g g ' s  p r e s e n t a t i o n  of Michael as a w i zard 
who made a contract with dark s p i r i t s  to achieve a c c e s s  to the 
m y s t e r y  of nature and to gain control of the elements, is.
t y p i c a l l y  of Hogg, v e r y  far from the real historical person. The
historical Michael Scott was p r o b a b l y  v ery m uch like the friar-'
a p i ous sc h o l a r  of European status, r e j e c t i n g  m a gic as such even 
t h ough he was all edged to have made also e x p e r i m e n t s  with magic.'7
Master Michael g r ows into a great tragic figure of
a F a u stian hero whose brave and h e roic guest for ultimate 
kn o w l e d g e  and his final d e f iance wins our s y m p a t h y  in spite of 
his pride, conceit and lack of c o ncern for the s u f f e r i n g  of the 
i n d i v i d u a l . Hogg lets him go t h r ough a p e r i p e t y  of doubt, de s p a i r  
and humi 1 iat ion when M a s t e r  Michael s t r e t c h e s  his p o wers to their 
1 irriits and has to send his three d e m o n i c  s e r v a n t s  to spl it the 
E ildon H i l l . At these m o m e n t s  of h e l p l e s s n e s s  he d i s p l a y s  human 
e m o t i o n s .
" . . .but they had s c a r c e l y  we 1 1 ended their hymn, when he 
rushed again in a m ong them, with w i l d e r e d  looks, and his 
hair s t a n d i n g  on end, s e e m i n g  glad to take s h e lter among
those from whom he had so lately fled w ith a b h o r r e n c e ."®
This c a t a c 1y s m a t i c  m e t a m o r p h o s i s  has s e r i o u s  s y n t a c t i c  and
s e m a n t i c  e f f ects on the further development, of the plot,. Each 
t r a n s g r e s s i o n  of 1 imits of the mythic space of human 1 ife causes 
essential conflicts. Due to the f r i a r ’s t r a n s g r e s s i o n  - he ble w  
up the b e a s t l y  s t eward (lour 1 ay ke e p i n g  the keys - they are 
imprisoned in the tower, facing d e a t h  by starvation; due to his 
metaphysical t r a n s g r e s s i o n , M a s t e r  Michael is e x p osed to demons 
who come ho drag him away. H is act r e s u l t s  in a p p e a r a n c e  of the 
devi 1 in person. When the m e t a m o r p h o s i s  of The E i 1 don Hill is 
completed, Michael r e c o v e r s  his m a g i c  p o w e r s  but can not get rid
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of the devil any ® o r e .
Their- s t r uggle b e g i n s  and a c h i e v e s  a b r e a t h t a k i n g  m y t h i c  
scale at the very end of the novel when Master Michael c o m m a n d i n g  
the forces of nature s u c c e s s f u l l y  b e a t s  the a r m i e s  of Hell, o n l y  
to be s n a t c h e d  from b e h i n d  by the Devil in the form of a fiery 
d r agon and s y m b o l i c a l l y  falls from he i g h t s  an d  s h a t t e r s  h i m s e l f  
on the v e r y  grou n d  he strove to s u b d u e .
"The whole n o r thern hemisphere, from the e a s tern to the 
w e s t e r n  horizon, was c o v e r e d  w i t h  m a r s h a l l e d  hosts of the 
shade of g i g a n t i c  u a r r i o i r s . . .They were all mounted on the 
g h o s t s  of crackens, w h a l e s  a n d  walruses-’ and for b o w s  and 
qu i v e r s  e ach had a b l own b l a d d e r  on his b ack as large as the 
h i lls of B e n - N e v i s . " 9
On the s e m a n t i c  level, each m e t a m o r p h o s i s  of the s e t t i n g  
r e p r e s e n t s  a s y m b o l i c  v i o l a t i o n  of the natural world, an act of 
wilful violence and pride through w h ich Michael s e p a r a t e s  h i m self 
from Mature and from salvation. The extent of his anti-natural 
twist is r e v e a l e d  in his r e v e r s e d  a e s t h e t i c  jud g e m e n t s  - what is 
beautiful repels him, and what is ugly, d e f o r m e d  or g r o t e s q u e
at t r a c t s  h i m . 1 0  That is the reason why he f i n ally c h o o s e s  the 
gr o tesque Gibbie as his new s t e ward and not the beautiful maid e n  
or the boy. Anyway, if the mere idea of b r i n g i n g  an innocent girl 
and a b o y  as a "payment" for his advice s e ems to be a m o r a l l y  
du b ious choice, then actual s a c r i f i c i n g  of the two would have 
thrown a dark s h a d o w  on the embassy, p a r t i c u l a r l y  on the
s i n c e r e l y  pious goo d  friar and fri e n d l y  hero Charlie.
M e t a m o r p h o s i s  of C h a r a c t e r
To u n d e r s t a n d  the m e t a m o r p h o s i s  of c h a r a c t e r s  m e ans to 
explore its s y n t a c t i c  function in the plot and its s e m a n t i c
significance, w h ich are often d i f f i c u l t  to se p a r a t e  from each
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o t her
Met^niorphoses of c h a r a c t e r s  can genera ] 1 y have? di f ferent 
s y n t a c t i c  functions in the t e x t . If in The Hunt o f  E i l d o n
rnetaimorphosis is used as a device of disguise. punishment, a nd
escape. here it, is u s e d  also as a s p o r t . On the whole,
m e t a m o r p h o s i s  is used in a more playful manner'. Even t h o u g h  the
metaffiorphosis can b e come a cruel game, it does not have fatal
c o n s e q u e n c e s  for the victims. Neverthless, the c o n s e q u e n c e s  can 
be far-reachina.
All the m e t a m o r p h o s e s  in The Three Per'/ /s of M an come out of 
the myth i c  stone but at, the same time they are t r e ated in a more 
c o m p l e x  w ay with the r e s u l t i n g  sense of pe c u l i a r  a m b i g u i t y  w h ich 
c o n s t i t u t e s  a special, m o r a l l y  d i s t u r b i n g  q u a l i t y  of H o g g ’s work 
w h ich is bot h  s o p h i s t i c a L e d  and savage.
The first, real m e t a m o r p h o s i s  w h ich a p p e a r s  in the novel can 
serve as a good example. It o p e r a t e s  p r i m a r i l y  as a d e v i c e  of 
p u n i s h m e n t  but at the same time it shows, in a d r a m a t i c  shortcut, 
the nature and potential d a n g e r  of the p o wer w h i c h  is use d  for
metamorphosis, and, once invoked, it d e m a n d s  to be used and
spent, or it would turn against the one who invoked them.
"Give your mast e r  there a toast, ing for his insolence, " sa i d 
M i c h a e l . The p a ges g i g gled for joy! the seneschal k n e e l e d
and r o a r e d  out for mercy, and, as a motive for g r a n t i n g  it
to him, said the s t r a n g e r s  were at the gate. The p a g e s  had
a l r e a d y  laid their fangs on him; but the master, on the
arrival of the s t r a n g e r s  b e i n g  b r o ught to his mind, o r d e r e d  
the imps to desist. This they did on the instant; but, 
without- delay, r u s h e d  on Michael himself, as if they w o u l d  
tear him to pieces. He threated, cursed, and d a red them, to 
touch him; but they s e e m e d  n o t h i n g  d a u n t e d  by  all he said 
v i s i t , but d a n c e d  a r o u n d  him with d e m o n i a c  gestures, c r y i n g  
still out with one voice-'
"Honk, Hasten, wonk we need;
H onk fon the living, o n  fon the dead:
S i nce we ane called, w o n k  we will have.
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for- the master', or' fnr the slaise.
Wor'k. Hester', wor'k. Whet wor'k now ?
"Mi se ra ble wight that I am ! c r ie d the m i g h t y  Master-. * *
On the p r a g m a t i c  level m e t a m o r p h o s i s  d i s t u r b s  our sense of 
m e c h a n i s t i c  c o n s e q u e n t i a 1 o r d e r  w h ich r e q u i r e s  a sen se of 
proportion. G o u r l a y ’s min or  of f e n c e  is out of p r o p o r t i o n  with  the 
cruel p u n i s h m e n t  as the e x amp le  above shows. He is p u n i s h e d  for
r e f e r r i n g  to the ol d w i t c h  He n b a n e  as "the old w i tch Henbane" 
instead of "your w o r t h y  and r e s p e c t a b l e  h o u s e k e e p e r " 11
Michael has in fact no o t h e r  choice but to allo w the three
imps to chase G o u r l a v  and torture him in all of the three
metaffiorphoses he has to undergo.
Thus  the me t a m o r p h o s  i s as a p>unishment o p e r a t e s  in a c o m p l e x
way and cove r s  more than one roleJ it, is a way  to get rid of the 
'surplus e n e r g y ’ , how to e m p l o y  the d a n g e r o u s  sup ernatural 
elements. In The Hunt of E i l d o n  m e t a m o r p h o s i s  has a si ng l e  
function (e .g .C r o u d y  is m e t a m o r p h o s e d  in ord er to be p r e v e n t e d  
from i n t e r f e r i n g ) .
On th e ot he r hand, the d i s p r o p o r t i o n  b e t w e e n  the offence and
the cruel pun i s h m e n t  informs us of the r u t h l e s s  c h a r a c t e r  traits 
of Michael and also of the limits w i t h i n  w h i c h  he has to work and 
which ironic ally und e r m i n e  his power. A m i g h t y  wizard is rende r e d  
he l ple ss  as the three imps dance a r o u n d  him an d de mand w o r k . In
this ironic wa y Hog g  r e v e a l s  the p r o b l e m a t i c  na tu re  of power.
Ve sho uld kee p this contextual c o m p l e x i t y  in mind when we 
di s cus s the r e s p ecti ve  r o le s of m e t a m o r p h o s i s  - disguise, escape, 
contest and c o d e .
M e t a m o r p h o s i s  as Di s g u i s e
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M e t a m o r p h o s i s  as a d i s g u i s e  h i des the true self for1 v a r i o u s  
purposes. M e t a m o r p h o s i s  is g e n e r a l l y  used by the Devil and 
v.7 itches or w i z a r d s  in their  evil s c h e m e s  wi t h  the aim of 
d e c e i v i n g  the vi ct im  b y  false appearance, or it is u s e d  for 
t e r r o r i z i n g  the c o u n t r y  in some b e a s t l y  shape. In th i s  way 
a m o r a l i s t i c  m e s sa ge  is c o n v e y e d : do not be m i sled by  p r e t e n c e
and false appearances. This  is a r e c u rr en t theme in H o g g ' s
fiction and later V i c t o r i a n  f i c t i o n . Rut while in V i c t o r i a n
fiction the theme is put in the social context. H ogg still w o r k s 
in the me taphysical  m y t h i c  co nte xt  w h ich  the Devil is part of.
The Devil a p p e a r s  in the novel d i s g u i s e d  as an abbot. He 
a r r a n g e s  the re leas e of the g r o u p  locked up in the tower b e c a u s e  
he is afraid that the friar might try to win M i c h a e l ’s soul. 
T h e r efore  the friar is made to leave with the innocent girl 
Del any while the rest of the g r o u p  with other s o l d i e r s  of Sir 
Ringan  await the prophesy.
The dec e p t i v e  d i s gu is e p l ays a v er y important, role b e c a u s e  
it c r eate s the ironic tension b e t w e e n  the authorial discourse, 
which mak es  the Devil cruite obvious. and the characters'
d i s c ou rs e who su spe ct  s o m e t h i n g  but do not know for sure. Later 
on the devil and Michael stage a Ifietamorphical o r g y  in w h i c h  the y 
m e t a mo rp hose u g l y  old w i t c h e s  into p r e t t y  m a id s who s e du ce
C h a r l i e ' s  companions. In this way the men are c o r r u p t e d  th r o u g h 
sins of f or ni cation  wit h w i t c h e s  and d r i n k i n g  w i t h  the Devil, 
which a true folk hero sh ou ld  tr y  to a v oi d at an y  cost b e c a u s e  it 
ex poses him to the powe r of e v i 1.
On the ot he r han d a 'disg ui se metamorphosis' can als o  
function as a practical joke even thou gh on s e c o n d  th oug h t s  it
may have a ce rta in  practical p u r pose in the plot. Michael
m e t a m o r p h o s e s  three hu ndr ed  rat s  into an a r m y  of servants,
p r e s u m a b l y  b e c a u s e  he d e c i d e s  to have some fun. He feels
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e s p e c i a l l y  a L t r a c i e d  by  the two most gro l p s q u e  member's of the 
g r o u p  - Gi bbi e and Tam.
Metalorphosis as Sport?
While the p r e v i o u s  m e t a m o r p h o s i s  is quite h a r m l e s s  and 
funny, m e t a m o r p h o s e s  of Gi bb ie at the end of C h a r l i e ’s quest at
the castle b e co me a ho rrid form of sport. It can not be
p u n i s h m e n t  be c a u s e  Gi bbi e has done no evil, he has o n l y  bee n
ch os en  by  Michael as a new s t e w a r d  in e x c ha nge for the p r o p h e c y  
C h a ri ie came to seek. Michael u s e s  Gi bbie and G o u r l a y  as some
kind  of a toy for tbe three s p i r i t s  to keep them b u s y  and have
more time for bis st u d i e s  an d experiments.
"... t h r ou gh  fatigue and want of fea th ers I dropt clos e to 
the castl e whence I had set out, and the three falcons, 
cl os in g with me, first pick ed  out my ey e s  and then by
brains. T was s t a b b e d  as a salmon, hunted  as a roe-buck, 
felled as a bull, and bad my head c h o pped off for a drake. 
T h e  d i nner  was marie of me. I s u p plied  e v e r y  dish, and then
was forced to cook them all a f t e r w a r d . " 12
Gibbie is a com ic  character. Rut his m e t a m o r p h i c a 1
e x p e r i e n c e  is treated with H o g g ’s typical mo rb id  sense of d r a s t i c
deia i 1 and i ron i c detachment. Thi s  unusual roucrh mi xture can be
d
found in some e i g h t e e n t h - c e n t u r y  fiction (Sterne, Swift,
Smol lett) but Hogg can be more savage. The detail r e f e r r i n g  to 
the con cr et e form of torture s u d d e n l y  t r a n s f o r m s  the co mic
ac count and s w i t c h e s  it into gro t e s q u e  h o r r o r . These vi ole nt
t wis ts alw ays pr od uce u n e a s y  feeli ng as if am idst  laughter the
r e a d e r  was s u d d e n l y  p u n che d in the face. One has to ask-' isn' t it
rather' too m u ch ? To die m a n y f o l d  dea th is ho r r i b l e  enough,
e s p e c i a l l y  when the poor v i ctim is c o m p l e t e l y  innocent.
But H o g g ' s  w o rl d is still a sa vage w o r l d  in this book. It 
is the world of m y th s and legend s w h ich  e x p r e s s  the historical.
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social ^n d p s y c h o 1og i c a 1 e x p e r i e n c e  of people in the c o u n t r y  who 
had to deal with v a r i o u s  forms of vi o l e n c e  and misfortune, and 
often b e c a m e  innocent v i c t i m s  in the c o n f l i c t s  they did not f u ll y 
c o m p r e h e n d e . T h e y  c o uld e a s i l y  b e co me a sport in the game of men 
of power.
The m e t a m o r p h i c a 1 c h a s e s  do not lack the qua 1 i ty of a bad  
dream - people b e i n g  chased, humiliated, kill ed and yet a p p e a r i n g  
in new shapes, s u f f e r i n g  from fear and pain and yet s o m e h o w  
immortal, b e i n g  not so far a w a y  from their c a r toon r e l a t i v e s  1 ike 
Tom and Jerry, involved in the eternal game of chase w h i c h  
b e c o m e s  the whole me a n i n g  and co nten t of their existence.
H e t a m o r p h o s i s  as a Code
H e t a m o r p h o s i s  is the c o h e s i v e  structural element of the 
novel wh ic h c o n s t i t u t e s  the essential link be t w e e n  the two 
nar ra ti ve lines. C h a rl ie and his g r ou p finally  re ce iv e the 
p r o p h e c y  co ded in a ver y  original form: b e ing c o r r u p t e d  by
fornication, d r i n k i n g  and f e a st in g with Devil and witches, they 
are m e t a m o r p h o s e d  into a herd  of oxen.
Thi s me t arnorphos i s o p e r a t e s  on all three levels, the 
syntactic, p r a g m a t i c  (ethical), and s e m a n t i c  (symbolic) and 
fulfils several purposes.
First, this m e t a m o r p h o s i s  s e r v e s  as a re venge of Michael and 
the Devil , and as a d i s p l a y  of p o wer over the laws of Nature. In 
this wa y they can make up for the p r e v i o u s  d e f e a t s  in c o n f 1 icts 
with the friar. The friar is not able to ret urn men to their 
human shape b e c a u s e  he cannot und o magic. But the Devil s h ow s up 
as a g e n t l e m a n  and c h a n g e s  C h a r l i e ’s g r o u p  b a c k  to human shape.
Second. the m e t a m o r n h o s i s  into b u l l s  has an ethical
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funcLion-' it al legorical ly r e v e a l s  man's low na ture and g i v e s 
Michael an o p p o r t u n i t y  to pr o n o u n c e  his s a r c a s t i c  v i e w  of 
h u m a n i t y  which, und er a careful scrutiny, is not so fo re ign to 
H o g g ’s na tu re as a writer.
[the dev i 1]" . . .kno ws you will f u i e , and b u 11y , and  f i ght 
for a few short years, s e n d i n g  one a n o t h e r  home to his ample 
m a n s i o n s  in m y r i a d s  b e f o r e  you r time. Bot h  he and I w o u l d  
scor n to take farther a d v a n t a g e  of b e i n g  so b l i n d  ignorant 
and inconsistent, than s u its our amusement. We o nly  love to 
moc k you, sho w you your own 1 ittleness, and how e a s y  pre y  
you wo ul d be, were there a b e in g in the u n i verse  that 
w a t c h e d  for ever you r d e s t r u c t i o n . " 13
It r e al ly  does seem to me that Hog g  loves to mock  his c h a r a c t e r s  
and the reader, sh o w i n g  the 1 itt leness of man and how v u l n a r a b l e  
he is to the d e c e p t i o n  of appearances.
Ho gg  d i s p l a y s  an a m b i v a l e n t  at ti tude to M i c h a e l . On one hand 
he seems to s y m p a t h i s e  with M i c h a e l ' s  attempt to rea ch the 
he ights of human spirit  and knowledge, and on the oth er  hand the 
folk my th ic tradi ti on  within which he writ.es ma kes him expose the 
pe rils of pride. Hogg is split b e t w e e n  R o m a n t i c  s y m p a t h y  with the 
exceptional hero who stan d s  apart h a u g h t i l y  froi the society, and 
the ethical de m a n d s  of the m y t h i c  mode in wh ic h Michael is do ome d 
to fall b e c a u s e  he takes the forbidden. d e a d l y  p a t h  of Faust 
- that of pri de and ul t i m a t e  k n o w l e d g e  whi ch s u m m o n s  p o w e r s  whi ch 
the individual is not able to c o n t r o l .
C h r i s t i a n i t y  b r i n g s  ethical o r de r into the fluid, uns ta ble 
and often m o r a l l y  a m b i vale nt  w o rld  of myths. In the my th i c  mode 
which w o rks wi th in  the C h r i s t i a n  value system, Michael is
a si nn er and a man m o r a l l y  c o r r u p t e d  by  his pact with the forces
of the dark, as H ogg  s h ow s m a n y  times.
Thir'd. m e t a m o r p h o s i s  p r o v i d e s  a s y m b o l i c  key to the impasse
at the siege of Roxburgh. It literall y s h ows how to co nquer  
R o x b u r g h  Castle. The S c ot s are to imitate the act of
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m e t a m o r p h o s  i s b y  d i s g u i s i n g  t h e m s e l v e s  as cows w h ich the s t a r v i n g  
Engl ish in R o x b u r g h  ca stle are keen on capturing.
In o t her words, in o r der to win the war- in st igated  by  women, 
they have to turn to b e a s t s  and imitate the guile of the d e v i l . 
Th u s  in this m e t a m o r p h o s i s  with s y m b o l i c  s i g n i f i c a n c e  all the 
three them es bec o m e  united.
MetaDorphosis as Escape
It is in te resting that unlike  The Hunt of E i l d o n  there is no 
m e t a m o r p h o s i s  in the role of es ca pe  in The Thre e P e r i l s  of Man. 
When G o u r l a y  or Gi bbi e are M e t a m o r p h o s e d  into a n i m a l s  they can 
ne ve r escape the ir m e r c i l e s s  persuers. T h e y  are c h a s e d  and hurt 
just, for fun.
The ancie nt m y t h i c  m e t a m o r p h o s i s  as es ca pe  b e c o m e s
u n a c c e p t a b l e  in the Ro m a n c e  mode w h ich o p e r a t e s  in the medieval
C h r i stian  universe. h e t a m o r p h o s i s  can no longer b r i n g  about an
escape into a n o t h e r  type of ex i s t e n c e  within the o r d e r  of Mature; 
it re m a i n s  o nl y a sy m b o l i c  image of man 's fall.
h e t a m o r p h o s i s  as Fall
This  is the essential s y m b o l i c  function of m e t a m o r p h o s i s  in 
general, to which all the o t her f u n c ti on s are s u b o r d i n a t e d . The 
sto ry of M i c h a e l ' s  fall is the Fa u s t i a n  ve r s i o n  of man's fall
thr oug h his a l i e n a t i o n  from God an d  Nature b e c a u s e  of his pride
and 'a b u s e ’ of r e a s o n . Mas t e r  Michael as a prou d s e eker of
ab sol ute kno w l e d g e  and u n d e r s t a n d i n g  of metaphysical  forces
u n d e r l y i n g  the reality. is d o o m e d  to failure.
Be sides  M i c h a e l ’s t i t anic fall, there are a n u mb er of small
falls that are a l w a y s  a s s o c i a t e d  with metamorphosis. The
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me t,an)orph i ca 1 feast can be p e r f o r m e d  onl y b e c a u s e  the hi ingry
gr ou p for gets to s ay  a p r a y e r  b e fo re the meal . When the friar 
doe s so. the meal is r e v e a l e d  in its true shape - s o m e t h i n g  like 
a f r o g ’s leg instead of a g r e a s y  lamb joint. Afte r the f r i a r ’s
d ep a r t u r e  w i t h  the innocent maid Del any. Chari ie and his
c o m p a n i o n s  u n d e r g o  a m e t a m o r p h o s i s  into oxen, w h i c h  is ag ai n made 
p os si ble o n l y  be c a u s e  th r o u g h  the ir sins the y  lost t h eir di vine
pro tec t i o n .
W h e r e a s  their fall was o n l y  temporary, the g r e e d y  T a m ' s  f a l 1 
b e c o m e s  definitive. He is the o n l y  one who sel ls  h is soul to
Devil in e x c ha nge for material welfare: that is p l e n t y  of fat
meat,. Hi nee the meat he get s  is not a real meat but a n o th er 
m e t a m o r p h i c a 1 trickery, he r e m a i n s  al ways hungry. H is fall c o me s 
about th rough the sin of g r oss material ity.
My final c o n s i d e r a t i o n  c o n c e r n s  the p r a g m a t i c  level of
m e t a m o r p h o s i s . wh ich r e v ea ls  itself thr oug h the oth er two levels. 
It is r e l a t e d  to the ethical role of m e t a m o r p h o s i s  and 
superna iur d] effect,. The supernatur al in general has an ethical 
function in H o g g ’s work. "H o g g ’s d e m o n s  are a g e n t s  of 
justice. . .They tempt and 1 lire the wi ck e d  ho deBtruci ion. " 15
Ghosts in folk tales and b a l l a d s  often a p p e a r  as a g e n t s  of
justice and conscience.
G r o v e s  d r aw s our a t t e n t i o n  to a d e e p e r  function of the
s upern at ur a 1 . wo r k i n g  on the u n c o n s c i o u s  level :
"In fact his ghosts, brownies. v i s ion s and d r e a m s  a l w a y s 
c a r r y  a s y m b o l i c  and t h e m a t i c  significance, w h a t e v e r  the ir 
real s t a t u s  in the real world. H o g g ’s b r o w n i e s  and k e l p i e s
are a devic e to invoke the i n e x p l i c a b 1e , to k e e p  alive
d i f fe re nt  possibilities. and to save r e a d e r s  from the si ngle
vision that d e m a n d s  e i t h e r  1 i t era l- minded b e l i e f  o r ”
d i s b e l i e f . " 14
Groves e m p h a s i s e d  the siani f icance of the mvt h  of de scent in The
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7'hree P e r i l s  nf tfrfn as an i ns lru cl  i ve lesson for the ma i n  her o 
Charlie. C h a rlie falls t h r ou gh  the sin but e m e r g e s  as a more 
e x p e r i e n c e d  man and "tries to find universal m e a n i n g  in his 
e x p e r i e n c e  of d e s c e n t . " 15
There is no doubt that C h a rl ie r i ses while Michael falls. 
But C h a r l i e ' s  rise is r a t h e r  social than m e t a p h y s i c a 1. He has 
gone th r o u g h  the p e ril s of man and s u c c e e d e d . I do not think, 
however, that he e m e r g e s  from his me tarnorph i ca 1 fall as a c h a n g e d  
man as G r o v e s  argues.
"The act of of d r e s s i n g  in ox hides is the t u r n i n g - p o i n t  in 
the romance. the ac ti o n  that leads froffl d e s p a i r  to tr i u m p h 
and harmony-’ a 1 1 egor i ca 1 1 y . it implies that m a n k i n d  may 
r e a s c e n d  to its rigthful place in an improved w o r l d  o n l y  
a f ter full y a c c e p t i n g  its universal, common bon d  in the 
physical or animal side of its n a t u r e . " 15
As usual . Hogg' s tr eat men t is more con trove rs i a 1 than it, seems. 
It, is true that Chari ie uses  his wis do m to h r eak the impasse but 
it, ca us es an o t h e r  bloodshed. As I m e n t i o n e d  above. in war men 
ine vit ably 'fall' into bestia lit y: Sir R i n g i n ’s men can win the
war o nly if they  p e r f e c t l y  ex pl oi t the guile of e v i 1 and  make 
a good use of the fal 1 . Chari ie' s v i c t o r y  is that he ret,urns 
un chang ed  f rom hi s me t a fflnrph i ca 1 e x p e r i e n c e  and re m a i n s  what, he 
was b e fo re - H o g g ' s  image of an archety pal S c o t t i s h  folk hero  who 
has de e p  re spec t for the inexplicab le (even to such  an extent 
that he s o m e t i m e s  mak es h i m se lf  ri rii culous) . is brave and has 
a good heart, .
To su rv iv e a fall, one has  to be like Charlie, to a v oi d the 
fall, one has to be like the friar, a pr od uct of the c a r t e s i a n  
split, who dra ws  a s h arp line b e t w e e n  the empirical w o rld of
sc ience and the metaphys ica l wo rl d of forces ali en to man.
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IV
James Hoag
TH E P R I V A T E  M E M O I R S  AND C O N F E S S I O N S  OF A J U S T I F I E D  S I N N E R
(1824)
In this novel H o g g  put the superna tural fully to the use of 
the p s y c h o l o g i c a l , p r o d u c i n g  as a res ul t one of the most original 
w o r k s  of the n i n e t e e n t h  century. w h i c h  m a kes Sir- Valter- S c o t t  
look like a pleasant. u n d e r s t a n d i n g  e n t e r t a i n e r  (this is not 
mean t to d i m i n i s h  his s i g n i f i c a n c e  and huge influence as 
a founder of the historical r o m an ce o f f e r i n g  important insights 
into the S c o t t i s h  s o c i e t y  and p s y c h e ) . Hogg, on the othe r hand, 
p r e s e n t s  hims elf as a d e v i o u s l y  d i s t u r b i n g  author, for whom 
m e t a m o r p h o s i s  b e c o m e s  a k e y  s y m b o l i c  image of hu ma n fall th ro ug h  
e x c e s s i v e  pride and gno seologica l self- confidenc e.
H og g is d i s t u r b i n g  b e c a u s e  he has a d i s t u r b i n g  theme to 
communicate.: he c o n s c i o u s l y  p r e a c h e s  the need for m y t h i c  hum i 1 i ty
of Ev e r y m a n  when facing the m y s t e r y  of life and the world. The 
Vr i nyh i ms fal 1 into sin, b e c ause they  assume a total itarian pose 
of those who feel egual to God. Rational u n d e r s t a n d i n g  implies 
ma n i p u l a t i o n  and ri gid  c a t e g o r i z a t i o n  which inhibits the flow of 
life. The Vringhims, h a vi ng b e come  ’e l e v a t e d ' . lose their hold on 
reality, and they live in the h e r m e n e u t i c  sp ace of dogma. And 
finally, unlike the g e n t le ma n Scott, Hogg, d r awing  his 
inspiration b ot h from folklore and the G o t h i c  novel, o f f e r s  
a d i s t u r b i n g  p i c tu re  of r e a l i t y  and human ambit, inns as he r e ve als 
the h o r r o r s  that lurk un der t r e a c h e r o u s  appearances, c o n s c i o u s  or 
unconsci ous pretensi o n s .
Nevertheless, the folk m y t h i c  on look g i v e s  Ho g g  a firm 
platform. which  o t he r R o m a n t i c  w r i t e r s  like Byron, Shelley,
Coleridge, Wordsworth, had to c o n s t r u c t  ’ in the a i r ’ - on the
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sp i r i t-iifl 1 gr o u n d s  of n e o p l a t o n i s m  or- deism. In Hogg we can a l w a y s  
find the characters, like Charlie, the friar, R o b e r t ' s  servant, 
who, b e i n g  fi rmly  footed in th eir natural down - t o - ea rth  outlook, 
form a po si t i v e  co nt r a s t  to the great sinners. If they fall, it 
is n e ver so se r i o u s  that the y w o uld have lost their h u m a n i t y . 1
Each new b o o k  b y  Hog g is a new attempt in terms of genre and 
form as H o g g  tri ed to s u c c e e d  as a s e r i o u s  writer. If The Hunt of 
E i l d o n  is s i t u a t e d  withi n folk m y th s (the space of the 
marvellous), in the romance The Thr-ee P e n i l s  of Me n  one n a r r a t i v e  
is set in the space of the m a r v e l l o u s  (the s u p e r n a t u r a l ), while 
the o t her n a r r a t i v e  in the space of the u n c a n n y  (the p l a u s i b l e ) .
The Pniv'ete M e m o  ins end C o n f e s s i o n s  are s t r u c t u r e d  along two 
int err elat ed  narratives, but in a much more s o p h i s t i c a t e d  m a n n e r 
than in his p r e v i o u s  works. Each r e s p e c t i v e  n a r r ativ e c l e v e r l y  
b l e n d s  the u n o e n n y  and the m a r v e l l o u s  and ma i n t a i n s  an a m b i g u i t y  
which, a c c o r d i n g  to Todorov, is the essential structural feature 
of t h e  f a n t a s t i c . 2 This h e s i t a t i o n  and u n c e r t a i n t y  b e c o m e s  the 
ultim ate  conc ern  of the text on the highest level of abstraction. 
It comes out of the c l ash b e t w e e n  the na r r a t i v e  v o i c e s  
r e p r e s e n t i n g  two r a d i c a l l y  o p p o s e d  perspective s: the e d i t o r ’s
narrative. w h ic h is told in a sobe r and rational manner; and 
R o b e r t ' s  na r r a t i v e  told in a h i g h l y  subj e c t i v e  and emotional 
tone .
The s o p h i s t i c a t i o n  of the form p r oves  that Ho g g  drew 
inspiration not o n l y  from folklo re  and the type of historical 
rom anc e Scott had established, but also  from the tra diti on  of the 
E n g l i s h  G o t h i c  n o v e l  and the G e rman R o m a n t i c  novel, w h ich d i s p l a y  
an increasin g interest in e x c e s s e s  of the abnormal mind. C a r e y  
me n t i o n s  H o f f m a n n ' s  G o t h i c  novel The Detail’s Elixir- ( 181 f>) .
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Lransl flted by Hngg* s fripnd R. P. Gi 1 1 ies. an d " a r g u a b l y  r p l a i e d  bo 
Hngg' r n o v p l " 3 . Hoffmann. in turn, was inspired b y  L e w i s ’s M o n k  
f lyg^,) , a powerful s t o n y  of the aoral an d metaphysi ca l fall of 
a g i f t e d  preacher.
Metamorphosis, apart from its supernat ural c h a r a c t a r  and
ethical and p r a g m a t i c  function, b e c o m e s  also a p s y c h o 1o g i c a 1
phenomenon; R o b e r t  can be h a u nt ed  b y  a su pe rnatu ral agent as well 
as by a s p e ctre of his sick and d i s t u r b e d  mind.
M e t a m o r p h o s i s  b e c o m e s  an e x t r e m e l y  important and s i g n i f i c a n t  
device  of a m b i g u i t y  in the s t r uc ture of the book. The 
su pernatura l is c o n f i n e d  with i n  the p s y c h o 1o g i c a 1 limits 
ing en io usly g r o u n d e d  in folk d i a b o l i c  tradition: the Devil ha s  no 
power- over good people and has to use guile an d d e c e p t i o n  in 
or de r to win their souls. Even th ough b o t h  Rob ert and G i 1-Martin 
fire from their golden  pistols, it, is Robert who k i l l s  
M r . R 1 a n c h a r d . 4 Simi 1 iarly. it is Gil- Ma rt i n bha t i n i t i a tes the
duel but it, is Robert,’ s r a pier that is seen to pierce G e o r g e . 5 As
the Devil canno t m e b a m o r p h o s e  Robert, he has to a p p ]y
p s y c h o 1og i c a 1 me ans of sub tle persuasion. He has to seduc e
R o b e r t . In o t he r words, Ro bert has a romance  with the Devi 1 .
As a result of that, there is no instant su pe rna tural 
me t a m o r p h o s  i s of the main human protagonists, with the except, ion 
of Robert,' s m y s t e r i o u s  companion, Gil -Martin. R o b e r t ' s
'm e t a m o r p h o s e s ’ ralain b y  and large symbolic, and do cu m e n t  
v a r io us  s t a g e s  of his met aph ysica l fall, and of his p s y c h o s o m a t i c  
dec lin e and mental disease.
I d i f f e r e n t i a b e  be t w e e n  s y m b o l i c  images and m e t a m o r p h i c a 1
c h a ng es  in his case. The s y m b o l i c  images are t h e m a t i c a l l y  linked 
and hi gh light the re sp e c t i v e  s t a g e s  of the fall ( for instance,
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eagl p . sword, spider-, fly) . He tam orp h i ca 1 c h a n g e s  imply 
a physical and p s y c h i c  change, and do not ex cl ud e a p o s s i b i l i t y  
of a supe rnatural involvement; shadow, spectre, ssomb i e .
All these m e t a m o r p h i c a 1 c h a n g e s  have one co mmo n denominator: 
the loss of free will and split of the o r g a n i c  m y t h i c  d u a l i t y  of 
b o d y  and s o u l . S h a d o w  is b o u n d  to the b o d y  to w h ic h it is 
attached; the s p ectre  is an ex te nt ion of the s h a d o w  w h i c h  a p p e a r s  
i nde pendent  of the subject, but in r e a l i t y  is linked with the 
subject; and so mbie is a material p r o j e c t i o n  of the independent
shadow: a physical form a n i m a t e d  by a foreign force - by the
pow er of the Other.
R o b e r t ' s  rise through  pride and his c o n s e q u e n t  fall into 
chaos and m a t e r i a l i t y  is s i t u a t e d  into the con tex t of the 
e i g h t e e n t h - c e n t u r y  r e l i g i o u s  s c h i s m s  in S c o t l a n d  and r e p r e s e n t s  
a pa stiche  versio n of the Faust, i an fall. R o b e r t ' s  mot i vat, ion and
asp i rat ion is much more 1 i mi ted and rat her base. He does not,
aspire to a h i gh er u n d e r s t a n d i n g ; he ac c e p t s  the role as sign ed  to 
h i m  b y  h i s  f a t h e r :
" . . .Lord, I give him into Thy  hand, as a capta in  pu t t e t h
a sw or d into the han d of his of his sovereign, w h e r e w i t h  to
lay waste his e n e m i e s . " 6
It is one of the m an y sub tl e ironies in the text, that Ro bert
does bec o m e  the s w or d of his sovereign, but of the other one.
H e t a m o r p h o s e s  of Gil-Martin, ei ther s u p e r n a t u r a 1 or 
imaginary, follow the de v i o u s  pat, tern of s e d u cti on  and
punishment, r e p r e s e n t e d  by  the followi ng  stages: the double,
a m o r p h o u s  self, victim. Eac h  stage has s p e c i f i c  ethical, 
pragmatic, s y n t a c t i c  and s e m a n t i c  fun ctions and  m e a n i n g s  in the
text, whi ch  will be the subjec t of the following  discussion.
Di s c u s s i o n  of m e t a m o r n h o s i s  o r e s u n n o s e s  the recocrnition of
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a supernaiur'al r e a d i n g  of Lhe Lp x L . Thp text is, however',
p r e s e n t e d  in the forni of two main n a r r a t i v e s  told in di f f e r e n t  
pe rs pec tiv es; the e d i t o r ’ s n a r r a t i v e  and R o be rt  ’ s f i rst, p e rso n  
narrative. R o b e r t ’s n a r r ati ve  b e g i n s  in the u n c a n n y  and s h i f t s
to wa rd s the marvellous.: even th ou gh all the m e t a m o r p h o s e s  might
be. if one s t r e t c h e d  the limits of ambiguity. interp reted
p s y c h o 1o g i c a 11y as ph e n o m e n a  of a hysterical or s i c k  mind. The 
e d i t o r ’s narrative, on the o t h e r  hand, includes e v e n t s  whi ch are 
p r e s e n t e d  as b e i n g  natural p h e n o m e n a  (the m a gic lantern effect  on 
the top of A r t h u r ’s S e a t ) 7 but w h i c h  can also be inte rprete d in 
most cas es  as su per natur al events.
1/ The E d i t o r ’s N a r r at ive
The choice of the nar-ra tor - ed i t or as a sol id rational i st 
naturally" e l i m i n a t e s  the e x p licit supernatural interp retat io n and 
p r e s e n t a t i o n  of the facts. Even though the e d i t o r ' s  na r r a t i v e  
a p pear s to have no m e t a m o r p h o s e s  of characters, the na r r a t i v e  
includes three d r a m a t i c  s i t u a t i o n s  wh ich c o n s t i t u t e  three ma jo r
dr a m a t i c  p e aks of the narrat, i ve . All these sce n e s  involve some
kind of powerful m e t a m o r p h ic a 1 change of the p r o t a g o n i s t  o r  the 
setting. It is not a mere me ta phori cal change! it is a d r a m a t i c
change in physical shape and s u b s t a n c e  and thus it c o m e s  close to 
me tamorphosi s .
The e d i t o r ' s  dis c o u r s e  s h o u l d  be kept se p a r a t e  from the
ch a r a c t e r s  and plot di s c o u r s e  w h i c h  often presen t v i ews and facts 
which are not c o m p a t i b l e  with the e d i t o r ’s views. In the 
e d i t o r ’s dis c o u r s e  m e t a m o r p h i c a 1 e v e n t s  are p r e s e n t e d  as u n c a n n y  
events. If he is to deal with e v en ts w h ich are more o p e n l y  
su g g e s t i v e  of a su pe r n a t u r a  1 nature, he s t ep s b a c k  and p r e s e n t s
the e v en ts in the c h a r a c t e r s ’ d i s c o u r s e  and r e f r a i n s  from any
comment. The c i r c u m s t a n c e s , however, in w h ich the even t s  take
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place. al wa y s  underfil i ne the abisolut-p v a l i d i t y  of r e p o r i p d  
s up er natura l facts, b e c a u s e  suc h  e v ent s a l w a y s  occur' in
s i t u a t i o n s  of inferior v i s i b i l i t y  and emotional excitement.
The e d i t o r ' s  na r r a t i v e  is c o n c e i v e d  as an acco unt of
a co n f l i c t  b e t w e e n  two families, w h i c h  is p l a c e d  in a b r o a d e r  
social and political c o n te xt of e a r l y  e i g h t e e n t h  c e n t u r y  
Scotland. The co n f l i c t  o r i g i n a t e s  in the fa mily of laird Colwan,
split by  fundamental d i f f e r e n c e s  b e t w e e n  the old laird and his
young, b i g o t e d  wife.
"The laird was what his c o u n t r y  n e i g h b o u r s  c a l l e d  a ’droll, 
c a r e l e s s  c h a p , ’ with a v e r y  1 imited p r o p o r t i o n  of the fear
of God in his heart, and a v e r y  n e a r l y  as 1 ittle of the fear
of m a n . . .his lady was the most se ve re  and g l o o m y  of all 
b i g o t s  to the p r i n c i p l e s  of the R e f o r m a t i o n . " 2
The c o n flic t is ’ i n h e r i t e d ’ by  the two c h i l d r e n  - George
Colwan and his illegitimate b r o t h e r  Robe rt Vringhisfi. a p p a r e n t l y  
a child of Mrs Colwan and her a d o r e d  friend  - the fanatical 
mi n i s t e r  Wringhim. The co nf li ct be t w e e n  Ro bert and George is 
tr igg er ed off at, the te nnis  match, the first of the three 
d r a m a t i c  peaks of the e d i t o r ' s  narrative. The second d r a m a t i c  
m e f a m o r p h i c a 1 sce ne takes pl ace  on the top of A r t hu r' s seat. The 
third scene involves the night, duel in w h ic h George  is killed.
These s c e n e s  are tr eated  in a muc h more c o m p l e x  ma nne r that 
the rest of the n a r rativ e wh ic h uses p r i m a r i l y  the tec hnique of 
’ tel 1 ing’ about things, in o t he r words, a simple s u m m a r y  of 
events. Each scene ei th er  c o r r e s p o n d s  to some kin d of physical
and mental t r a n s f o r m a t i o n  of Robert, or it initiates such a
s i g n i f i c a n t  c h a n g e . In the sce ne of the match Ro be rt  ap p e a r s  as 
a d a r k ,  s i n i s t e r  shadow.: on the mo u n t a i n  as a s h a d o w  monster; and
finally, due to his full in volve ment in evil, as a zombie.
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The S h a d o w
The scenp at, the t e nnis m a tch sho ws the origin of the 
a n i m o s i t y  b e t w e e n  George and Robert. Rob e r t  is e n vio us  of the 
social s u c c e s s  his s t e p - b r o t h e r  enioys, and d e c i d e s  to b r i n g
about his social fall, and later on his p h y s i c a 1 fall - death. 
First he b e c o m e s  a nuisance, then a f t e r  s u c c e e d i n g  in p r o v o k i n g  
a vi olent r e a c t i o n  and c o n s e q u e n t  guilt, he turns hims el f into
a h a u n t i n g  figure and follows G e or ge  on e v e r y  step.
D u r i n g  the first d r a m a t i c  c o n f r o n t a t i o n  Geor ge hits 
a b l a c k - c l a d  b o y  who has been d e l i b e r a t e l y  o b s t r u c t i n g  the tennis 
match and s n e e r i n g  at George. When Georg e learns that the b o y  is 
his own brother, Ge orge pub! i cl y o f f e n d s  him by  sa yi n g  that,
Robert is an il legitimat e c h i l d  of his m o t h e r  and Re v e r e n d
Wringhim. What he says is thou ght to be a much worse thing than 
the p h y s i c a 1 assault. Ro bert a s s u m e s  the a t t it ude of a hurt child
- he ex p o s e s  his b l e e d i n g  face in an o b v i o u s  effort to raise the
feeling of guilt in George and s y m p a t h y  in people st a n d i n g
a r o u n d .
There s e em s to be no t h i n g  su pernatural about the whole
scene, but the n a r ra to r d r op s some dark hints r e f e r r i n g  to
Robert,
"... the same devi 1 is h-look in g y o uth at t e n d e d  him as
c o n s t a n t l y  as his sh ad o w  . . .and ever and anon his dee p  end 
ma li gn ant eye met those of his el der b r o t h e r  with a glanc e 
so fierce that it s o m e t i m e s  s t a r t l e d  h i m . " 9
This ex amp le illustrates well the int eraction of the
ed i tor 's  ex pli ci t di s c o u r s e  and its implicit connotations, and
a 1 so s h ows  how the supernatur al  el ement is introduced. T h e
supernatural is introdu ced  in the form of m e t a p h o r s  and 
c o m p a r i s o n s  whi ch the r e ad er  or some of the c h a r a c t e r s  take
1 i t e r a 1 1v .
6 3
The rat, i ona 1 i si ed i inr c h o o s e s  to present ' ihe lal ignant
pyp' as a fact, and does not go b e y o n d  the eRipiric d e s c r i p t i o n  in 
this case. In fact, there is no n e e d  to ref er to the supernatu ral 
c o n n o t a t i o n  of the ’evil e y e ’ b e c a u s e  it was  a w e l l - k n o w n
c o n n o t a t i o n  wh ich e v e r y  r e a d e r  cou ld u n d e r s t a n d  at this time.
What is a mere m e t a p h o r  for the editor, b e c o m e s  real for 
GeorgeJ the r e a l i t y  is c h a n g i n g  into a n i g h tm ar e as Ro be rt sets  
his min d on a p s y c h i c  and spi ritual vendetta. He is t r a n s f o r m e d  
info a h a u n t i n g  figure w h i c h  k e e p s  fo llo win g Ge orge at- e v e r y  
step. He ma n a g e s  to di s c r e d i t  Ge or ge  in front of the p u b l i c  and 
d r i v e s  him by  c o n st ant a t t e n d a n c e  to seclusion.
"... the a t t e n d a n c e  be ca m e  more and more constant, more
i nexpl i cable, and a l t o g e t h e r  more a 1 ar mi n g  and i n s u f f e r a b 1e . 
until at last Ge org e was fairly driv en from society, and
forced to s p en d his days  in his own and his f a t h e r ’ s
lodgings w it h c l os ed d o o r s . . .The at t e n d a n c e  of that b r o t h e r  
was now 1 ike the a t t e n d a n c e  of a demon on some de v o t e d  b e i n g
that had s ol d him sel f to destruction; his a p p r o a c h e s  as
undiscerned. and his looks as fraught with hi d e o u s  
malignity. It was seldom that he saw him e i t h e r  fol lo wi ng 
him in the streets, or e n t e r i n g  any hou se or c h urch  a f ter
him; he o n l y  a p p e a r e d  in his place, Ge org e wist not how, or
wh enc e . " 1°
It is as if Ro bert  u n d e rw ent a metaphysical m e t a m o r p h o s i s ;
he foll ows George  at e v e r y  s t e p  and seems  to be able to read  his 
thought,: " . . .this u n a c c o u n t a b  1 e b e i n g  knew all his motions, and
e v ery intention of his heart, as it were i n t u i t i v e l y . " 11
The s u g g e s t i o n  of the supern atural na tur e of Robert,’ s
m e t a m o r p h o s i s  is r e i n f o r c e d  b y  o t he r facts: first. Robert, b e g i n s
to haunt- his b r o t h e r  in silence.: 12 second, when Ge orge d e c i d e s  to 
make a r e c o n c i 1 iation with his brother, he a c h i e v e s  a t e m p o r a r y  
rest. But when he "began to indulge in a little more l i b e r t y " 13
the demon is b a c k  as the f o l l owin g scene on the top of A r t h u r ’s
Seat c r o v e s .
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Thu s an i ron i c t,ensi on is c r e a t e d  h e i v p e n  t,he rational 
p r e s o n t a t i o n  of the facts b y  the edi tor and b e t w e e n  their1
imp] 1c i t meaning, cr eated by their m e t a m o r p h i c a 1 q u a l i t y  - a 
fa milia r thing is tu rn ing into the t e r r i f y i n g  and ex c i t i n g
u n f a m i l i a r  one - the Other. Robert, a spiteful r e l i g i o u s  fanatic, 
is t u r ning into a h a u n t i n g  s h a d o w  w h ich m ay grow into a m o n st er 
as the next scene  reveals.
The S p e ctre  on the M o u n t a i n
The scene on the m o u ntain finds its clim a x  in the a p p e ara nc e  
of a frightful giant a p p a r i t i o n  w h ic h takes the likeness of
R o bert  as if the o m n i p r e s e n t  shadow, wh ich s p oils all the fun in
G e o r g e ’s life, were m e t a m o r p h o s e d  into a monster.
This  scene is c o v e r e d  in b o t h  narratives, and in bot h 
n a r r a t i v e s  it s e r v e s  as a per?pete/a, the last chance of 
reprimand. George  o f fers a n o t h e r  r e c o n c i 1 iation but his offer is 
s p i t e f u l l y  turned down by Robert.
The episode p r o v i d e s  powerful m o tifs which are s e m a n t i c a l l y  
I inked with the th eme s of the novel : the tricks  of 1 ights with
the de c e n t i v e  nature of appearances, the o p e n i n g  pit wit h the 
theme of the F a l 1, the image of the web r e a p p e a r i n g  later as the 
central image of R o b e r t ’s ex ist ential situation, and fi nally  the 
motif of sh ad ow  linked with guilt and fear.
The whole m e t a m o r p h i c a 1 ep isode is again p r e s e n t e d  as 
a natural event with supernatural overtones. The ep iso de  on the 
mountai n is also a fine e x a mp le of R o m a n t i c  writing, s i t u a t e d  in
the d r a m a t i c  scenery, on the top of Arthur' s Seat, o v e r l o o k i n g  
Edinburgh, with Ge orge as a young, lonely p r o t a g o n i s t  facing the 
ov e r w h e l m i n g  b e a u t y  of nature and its 'magic' p e r f o r m a n c e  of
colours, light, and shadows.
Hog g  b e g i n s  with a dire ct ac co un t of by  the ed it o r  of how
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G eo r g e  went for an e a r l y  m o r n i n g  wal k af te r the tro u b l e s o m e  da y s  
when he had bee n h a u n t e d  b y  his m a l i c i o u s  brother. The whole 
scene is laid out with areat care, with  the aim of i nt r o d u c  i ncr „ 
the factor of u n c e r t a i n t y  of perception?’ all images of nature are 
in terli nk ed  wit h s t a t e s  of mind in a s o p h i s t i c a t e d  m a n n e r  
r e v e a l i n g  the influence of Romanticism.
The s p e c t a c u l a r  s c e n e * i s  full of metamorphoses.
He is " involved in a b lue haze, 1 ike a dense  smoke, but, yet 
in the midst of it the r e s p i r a t i o n  was the most r e f r e s h i n g  
and d e 1 icio u r ." 14
Even within the space of one sentence. we can observe 
p r o te an changes. The blue haxe is followed w ith a dense smoke, 
wh ich  has c o n n o t a t i o n s  of danger, fire, suffocation, but also  the 
p o s it ive c o n n o t a t i o n  of warmth, human presence. The next 
o b s e r v a t i o n  b r i n g s  to a t t e n t i o n  the aspect of a pos it ive 
transf ormat i on - r e c o v e r y  and appetite-'
"The gra ss and the flow ers were 1 oaden with dew?’ and, on 
taki ng off his hat ho wipe his forehead, he per c e i v e d  that 
1,he b l a c k  g l o s s y  fur of w h ich his ch a p e r o n  was wrought, was 
all c o v e r e d  with a tissue of the most de licate silver 
- a fairy web, c o m p o s e d  of little spheres, so minute that no 
eye c o ul d disc er n any one of them; yet they were sh ini ng  in 
1o v e 1y m i 11 i o n s . " 15
The dew on the s i n i s t e r  b l a c k  fur of his ch a p e r o n  forms some 
kind of p r o t e c t i v e  halo p r o d u c e d  b y  ‘m a g i c ’ of nature. A natural 
web does  no harm, hut s y m b o l i c  web s of human lies and pre t e n s i o n s  
make a trap into whi ch R o ber t is fall i n g .
Hog g uses with great skill a ju x t a p o s i t i o n  of nature and 
human mind. If the mind is c l e a r  like a mirror, it reflect s the 
b e a u t y  and order  of nature; once the mind b e c o m e s  d i s t or ted with 
fears and ‘u n n a t u r a l ’ e m o t i o n s  and ambitions, it can also project, 
them into ob j e c t s  of fear: into s p e c t r e s  and monsters.
6f>
Whi le Georgp e x p e r i e n c e s  the u n ity wit h the b e a u t y  of the 
m o r n i n g  natu re an d b e h a v e s  w it h r e s p e c t . he is safe?' he ca nnot  
un d e r g o  an y  ki n d  of met amorphosis.
The allego rical image of a web, implying a trap and a spider, 
r e t u r n s  in an o t h e r  context  at the end of the novel, when R o b e r t  
b e c o m e s  tr apped  in the net of the w e a v e r  and ha ng s upside down.
A lovely sight of a halo of light is c o n t r a s t e d  w it h 
a d a r k e n i n g  haze.’ now more like a dense smoke, whi ch seem s to be 
r i s i n g  from the b o t t o m  of the valley, looking like a "pit of 
d a r k n e s s " 17 And out of a pit of d a r k n e s s  all s o rt s of dark  things 
may come.
S e t t i n g  the scene full of t r ic ks of light which de ce ive  the 
eye. the ed it or  end s the first part of his vivid e v o cati on  wit h  
a pa s s i n g  remark  w h ich  c l e v e r l y  introduces what is to come: "The
1 i t t 1e wee ghost of the ra i n b o w . " I s
At, this s i n g i f i c a n t  moment, the ed itor c h o o s e s  to b r eak the
account and remark that:
"Huch was the d e s c r i p t i o n  of the morning, and viv id sh ades
of the hill, that George gave to his father and Mr.Adam
Gord o n  that same d ay  on wh ic h he w i t n e s s e d  them; "
Once the co nc ept of the ghost is m e n t i o n e d  and an c h o r e d  in 
the subconscious, it can be e a s i l y  t r a n s f o r m e d  into an image,
that image b e c o m i n g  a vision, apparition, ghost, e s p e c i a l l y  when 
G e o r g e ' s  union with na tur e is d i s t u r b e d  by  r e c o l l e c t i o n s  of his 
b r o t h e r ’s f r i g h te ning looks, w h ich are a s s o c i a t e d  wit h feelin gs 
of guilt. And p r e c i s e l y  what he feared happened.
The whole a p p a r i t i o n  looks 1 ike Ge o r g e ' s  b r o t h e r
m e t a m o r p h o s e d  into a huge te rr ib le monster.
The s u b j e c t i v i t y  of the who le  scene is e m p h a s i z e d  by  words 
indicating p e r c e p t i o n  and m e d i a t i o n  th rough the hero ' s  senses.
"he saw e v er y f e a t u r e . ..nothing but its brow and e y e s  w e r e  
s e e n . . .George c o n c e i v e d  it to be a s p i r i t " 20
The huge ghost d i s a p p e a r s  o n l y  when George  run s into his 
brother, who is c r o u c h i n g  b e h i n d  him.
The rea d e r  is left in u n c e r t a i n l y  - was it a ghost, or was 
it a mere hallucination. or was it a p r o j e c t i o n  of R o b e r t ' s  m i n d ?
In case the r e a d e r  is un abl e to find a natural expl anal, ion 
of the event, he is of f e r e d  one in o r de r to pr ovide ambiguity. 
I su spect that H og g c r e a t e d  the c h a r a c t e r  of the honest a nd good  
Mr. Adam. Go rdo n o nly for the sake of g i v i n g  a rational 
intepretat ion of the event. M r .Gordon e x p l a i n s  the who le  
e x p e r i e n c e  as a tri ck of the 1 ight, while Ge orge r e s o l u t e l y
denies it. H a v i n g  done his job, the c h a r a c t e r  is d r o p p e d  and
never ap p e a r s  again.
In the ep isode on the mountain, H o g g  s t r i k e s  a skillful
ba l a n c e  b e t w e e n  the u n c a n n y  and the m a r v e l l o u s  effect.
The Duel - R o b e r t  as a Zombie
The third most s i g n i f i c a n t  d r a m a t i c  scene is the nig ht duel
in which George is killed. It includes two eventual
m e t a m o r p h o s e s : that of R o b e r t ' s  m y s t e r i o u s  c o m p a n i o n  into
G e o r g e ’s friend with whom Ge orge had a g u a r r e l , and a physical 
tr a n s f o r m a t i o n  of Robert, w h i c h  m a ke s him re s e m b l e  a sombie.
Hog g in this s c e n e  again m a i n t a i n s  a m b i g u i t y  in a br i l l i a n t  
way. Once again a sup ernatural  m e t a m o r p h o s i s  m ay be involved. The 
whole scene is d e s c r i b e d  by  one of the two witnesses,
M r s .C a 1 v e r t . She is inclined to seek a supernat ural
in te rp ret ation of the e v e n t s  she witnessed.
She be 1 ieves that George  was not k i ll ed by  his friend but by 
Robert in a c o w a r d l y  fashion, from behind, while he was busy
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f i g ht ing wit h a pe rs on  who looked like G e o r g e ’ s friend, but, it, 
c o uld not have been  him. be c a u s e  she saw him leave, w ith no 
g r udge  against, Ge or ge and h e a d i n g  in an o t h e r  direct, ion.
"... one of them was e x t r e m e l y  1 ike D r u m m o n d  ... I was
c e r t a i n  it was not he, b e c a u s e  I had seen the one g o i n g  and 
the o t h e r  a p p r o a c h i n g  at the same time, and my imp re ssion  at 
the moment was, that I looked upon some spirit, or demon, in 
his 1 i k e n e s s . "21
The ed it o r  does not pr es ent his views.' the w h ole s i t u a t i o n
r e m a i n s  a m b i g u o u s  - she may be rig ht but she may be also wrong,
due to the de c e p t i v e  v i s i b i l i t y  at night.
The que s t i o n  of seei n g  is a key factor with r e g a r d  to the
aspect of hes i t a t i o n  in fa ntasti c literat ure , as T o d o r o v  a r g u e s :
"Either total faith or total i ncre du lity w o u l d  lead us
beyo n d  the fantastic: it is h e s i t a t i o n  w h i c h  s u s t a i n s  its
1 i f e . ”22
To d o r o v  d i s t i n g u i s h e s  h e s i t a t i o n  b e t w e e n  the real and 
i1 lus io na ry as an' e r ror of perception, and b e t w e e n  the real and 
the imag inary as a co nf used p e r c p p t i o n . 23
T f  a wr ite r wants to introduce such an ambiguity, he has to 
c r e a t e  the c o n d i t i o n s  whi ch u n d e r m i n e  clear  perception, e i t h e r  
ob j e c t i v e  or subjective. Thus  the duel takes place at night when 
the sight fails and our im agi nation can p lay tricks. Furthermore, 
Mrs. Ca lv er t doe s not, make the most t r u s t w o r t h y  w i t n e s s  - first, 
she is a prostitute, second, she is a thief, an d finally, she is
a woman. as a w i t n e s s  c o n s i d e r e d  less r e l iable than a male 
wit,ness in that time. On the o t h e r  hand, she doe s not lack
a cert ain dignity.
The fact, that R o b e r t ’s m y s t e r i o u s  c o m p a n i o n  r e s e m b l e s  the 
ac cus ed person  m ay  be a c o n f u s e d  percppt-ion (a f a i 1 ure of sight,), 
or if may be a skilful disguise.
It can be also a meta physical m e t a m o r p h o s i s  of R o b e r t ' s
69
d e mo n i a companion, whose fflyster i olis chaffie 1 eon - 1 i ke q u a l i t i e s  are 
con f i rmed b y  o t her w i tn es ses .
Ro bert s e ems to pas s through  the s y m b o l i c  stage of G e o r g e ' s
dark s h a d o w  and leaves the scene as a sort of 2 0 1 b i e . a c l u m s y
co rpse a n i m a t e d  b y  some evil p o w e r :
"He w a lked as if he had b een flat-soled, and his legs made
of steel, w i t ho ut  any joints in his feet on a n k l e s . " 24
Thi s spiritual and mental side of this ch ange r e c e i v e s  due 
a t t e n t i o n  in R o b e r t ’s narrative.
2/ R o b e r t ’s Na r r a t i v e
R o b e r t ’s n a r r ative  o f f e r s  a f a s c in ating insight into his 
inner world and p r e s e n t s  the e v e n t s  from his perspectives. His 
account, fi 11s in some gaps  in the e d i t o r ’s narrative. T t off ers 
an account of his first evil c h i l d h o o d  p r anks and act s ( for 
i nsta nce the wa y how he m a n aged to have his rival M ’ Gi 1 1 expel led 
from school ) . We can get, a full pictu re of the p a r t i c u l a r  s t a g e s 
of his f a 1 1 .
We can follow his account as a fall into the c h aos of mental 
illness and moral d i s i n t e g r a t i o n  due to his faulty logic of 
p r e d e s t i n a t i o n  and c o n s equ en t guiIt, or as a pastich e of the
Faustia n pride and a fall due to a s s o c i a t i o n  with forces of the
dark .
He t a m o rp ho s i s pl ays an even more d o m ina nt  role here; apart-
from the s y m b o l i c  images (web, s p id er or fly) and m e t a p h o r s  or
p e r s o n i f i c a t i o n s  (sword in G o d ’s hand, eagle), Ro be rt  u n d e r g o e s
m e t a m o r p h i c a 1 changes, which were d i s c u s s e d  above. Nevertheless, 
he does not seem to u n d e r g o  a m e t a m o r p h o s i s  in the traditional 
sense. The traditional m e t a m o r p h o s i s  is c o n n e c t e d  wit h  the 
c h a r a c t e r  of his m y s t e r i o u s  c o m p a n i o n  Gil -Hart,in, who e n g i n e e r s
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Hobart' s fa 1 1
The editor' s n a r r a t i v e  pre s e n t e d  three syiabnl io
rrietaraorphical images of Rob er t ■’ shadow, s p e c t r e . and zombie. W ith 
r e g a r d  to the s y m b o l i c  images. G r o v e s  e m p h a s i s e s  the image of the 
net or web as a central s y m b o l , 25 w h ich implies a s p i d e r  and 
a fly or a weaver, fisherman and fish. In o t he r words, a hunter, 
h i 5S trap and a prey. The m e t a m o r p h o s e s  of Gil -Martin are c l o s e l y  
re l a t e d  to R o b e r t ' s  s t a g e s  of fall b e c ause of the m y s t e r i o u s  1 ink 
w h ich g r o w s  b e t w e e n  them. This  is the theme of the fol lowi ng  
d i scussi o n .
M e t a m o r p h o s e s  of the M y s t e r i o u s  S t r a n g e r
The M y s t e r i o u s  Stranger, a fav ourite di s g u i s e  of the Devil 
in folklore, e n g i n e e r s  R o b e r t ’s fall. In o r de r to ac hieve his
goals, he makes use of m e t a m o r p h o s e s  as a di sguise  and m e an s of
deception. He a p p e a r s  in these b a s i c  forms-' a double, a p e rso n  
with a fam iliar a m o r p h o u s  face, and an oriental magician. As 
a do ubl e he imp erson at es Robert, and his victims.
Refore we can d i s c u s s  the role of these m e t a m o r p h o s e s  and
their s i g n i f i c a n c e , we s h ou ld  try to cle ar the m y s t e r y  of the 
origi n of the M y s t e r i o u s  Stranger, who c h o o s e s  to c a l 1 h i m sel f 
Gi l-Mar t in.
Who is Gil -Martin? It, is not e a s y  to find a s a t i s f a c t o r y  
answer. The easies t an sw er  is the D e v i l .
". . .but if he is the Devil, H o g g ' s  r e p r e s e n t a t i o n  of him is
h i g h l y  effective. He a v o i d s  the old traditional pi cture  of a
h o r n e d  m o n s t e r  and p r e s e n t s  a suave, at tr active
d o u b l e - d e a l e r . ..
The Devil is als o the m a s t e r  of d i s g u i s e s  and delusions, the 
ma ster of seduction.
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If he is the Devi 1 , then ve face problpffls at, the end of 
R n b p r L ' s  narrative, when G i 1 -Martin sh ows si gns of d i s t r e s s  and
despa i r '
"How' c h a n g e d  was now that m a j e s t i c  countenance, to one of 
h a g g a r d  d e s p a i r  - c h a n g e d  in all save the e x t r a o r d i n a r y  
1 ikeness to my  late brother. "27
Why does does he drive a w a y  the d e mo ns  that a t ta ck  R o b e r t ?  
Is it an o t h e r  tri ck to make Ro bert do what he want s ?  Why d o e s  he 
m i rror Robert' s sta te of mind and b o d y ?  He r e p e a t e d l y  s t r e s s e s  
the ir powerful attachment; they  have bec om e inseparable.
"I am wedded ho you so closely, that I feel as if I were the
same person. Our e s s e n c e s  are one, our b o d i e s  and s p i r i t s
b e i n g  unit, ed. . . " “ ®
"I have a t t a c h e d  my se lf  to yo u r  waywar d f o r t u n e . . .and it has
been my ruin as ve 1 1 as Rhine. 1,29
This can be e a s i l y  e x p l a i n e d  within the u n c a n n y  in the 
p s y c h o 1o g i c a 1 interpretation: Gi l-M a r t  in as a h a u n t i n g  do uble is
the pr oduct  of Robert,' s mind and r e f l e c t s  the s t a g e s  of his fal 1 . 
Gi 1 - Hart in, however, is more than a mere double or part. of the
se 1 f :
"On the othe r hand, G i l - M a r t i n  become an independent figure 
b y  virtue of his sense of humour, whi ch c o n s t a n t l y  es c a p e s
Vrdncrhim. - - "
This i n t e r pretat io n leads to a n o t h e r  supernatural
explanation: G i l - M a r t i n  is, as the name suggests, the a v e n g i n g
spirit or c h a r a c t e r  M ’ Gi 1 1 , Robert' s rival from school , who was 
expelle d from school b e c a u s e  of R o b e r t ' s  sc h e m i n g  and 
disappeared. M ’Gill was a son of a witch. The name Gil- M a r t i n  
ec ho es  M ' G i l l ' s  name, using the s u r na me as his first name. Ro bert  
can be held r e s p o n s i b l e  for his spiritual fall when he d e p r i v e d  
M'Gill of the o p p o r t u n i t y  of b e c o m i n g  a decen t p e r s o n .
Thi s wo ul d e x p lain the g r o w i n g  d i s p a i r  G i l - M a r t i n  d i s p l a y s
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at the ver y  end of the s l o r v  h p c a u s p  he has to p a y  for the p o w e r  
he has a c q uired  from the forces of the e v i 1 to ac hie ve  his aim. 
In this sense his end and d e s p e r a t e  fight w ith the d e m o n s  is 
r e m i n i s c e n t  of M i c h a e l ' s  last battle, even th oug h it lacks the
monumen tal  m v t h i o  scale.
G i l - M a r t i n  do e s  not re ce iv e much a t t e n t i o n  in the e d i t o r ’s 
narrative.: he was e v i d e n t l y  d e v e l o p e d  by Hogg in the co ur s e  of
w r i t i n g  the story. His exi s t e n c e  is first, r e p o r t e d  b y  Bel C a l ve rt 
in the last part of the e d i t o r ' s  narrative. She and her lover 
e y a - v i t n e s s e s  of the night duel. She d e s c r i b e s  R o b e r t ’s c o m p a n i o n  
as a supern atural being, c o m p l e t e l y  in charge of the situation.
He looks e x a c t l y  like G e o r g e ’s friend D r u mm on d in his h i g h l a n d
clothes. There are e s p e c i a l l y  two pecul iar featu res whic h make 
him a strange, d i s t u r b i n g  c h a r a c t e r  if not the Devil in p e r s o n a .
During b o t h  e n c o u n t e r s  with Mr s. C a l v e r t  he is aware of her 
pr e sen ce  whi le an x i o u s  Robert, is not,. He actual ly see ms  to p l a y  
a doub le r o l e  and tries to ex pose Robert.
"I t,bought, all this whi le T was cl o s e l y  c o n c e a l e d  from them,
and wo n d e r e d  not, a 1 ittle when he in ta rt an s gave me a sly
nod, as muc h to say, "What do you think of this?" or, "Take
note of what you see. . . "31
The s e co nd  d i s t u r b i n g  feature is that the s t r a n g e r  e n j o y s  
the event. When Ro bert  kill s G e or ge  and the lover of M r s . C a l v e r t  
sh ou ts  at them in anger, in protest, of the foul play, "the
unnatural fiend in the t a r ta ns a n s w e r e d  with a loud e x u l t i n g
laugh".—2
There are two p r e v i o u s  s i t u a t i o n s  in wh ich an a n o n y m o u s
figure pl ay s the important role of a catalyst, and wh ic h c o uld be 
c o n n ec te d with Gil-Martin. D u r i n g  the first case a ’ st,ranger’ 
tells Geor ge that the you ng man o b s t r u c t i n g  the game is Robert. 
Angry G e or ge  p u b l i c l y  o f f e n d s  R o b e r t  by r e f e r r i n g  to him as an
73
i] legit imate son. Du ri ng  the other' case an a n o n y m o u s  pe rs o n  stir's 
up a mob a g a ins t George and  his friends. In R o b e r t ’s n a r r a t i v e 
b o t h  act s are done by  Gi 1-Martin.
After his a p p e a r a n c e  at the scene of the night duel.
R o b e r t ' s  co m p a n i o n  a s s u m e s  an important role in the rest of the
narrative, the role of the Devil or an evil b e i n g  w h ic h is in
control of Robert,. Their  i n t e r re la tion b e c o m e s  the su bj ec t of
R o b e r t ’ s narrati v e .
The o nl y full m e t a m o r p h o s i s  is con n e c t e d  wit h  the m y s t e r i o u s  
s t r a n g e r  Gil-Martin. If H o g g  a l l owed a m e t a n o r p h o s i s  of some of 
the human c h a r a c t e r s  he w o ul d d e s t r o y  the careful b a l ance b e t w e e n  
the two interpretations, s w a y i n g  the s t o r y  d e c i s i v e l y  toward the 
marv e 11o u s .
The first m e t a m o r p h o s i s  of G i l - M a r t i n  takes the shape of an 
i dent i c a 1 d o u b 1e
Identical d o u b l e s  were in fashion long be fo re  S t e v e n s o n  and 
Hogg. Karl Mi 1 ler gives an outl ine of the d e v e l o p m e n t  of the 
concept of the double, wh i ch can be tr ac ed  back to the ancient, 
my s t i c  d u a l i t y  of spirit and body. M i ll er locates the rise of 
interest in d o u b l e s  into the e i g h t e e n t h  century:
" Me s m e r i s t s  or Animal M a g n e t i s t s  went in for an exp eri menta l 
s ep a r a t i o n  of the se cond sel f and the r o m a n t i c  w r i t e r s  went, 
in for its cultural e x p l o i t a t i o n . " 33
John He r d m a n  b r i n g s  att e n t i o n  to one of major figures in the 
field of what is to da y s o m e t i m e s  c a lled parapsychology. 
G. H. Schubert,, who c o i n e d  the not i on 'animal magnetism' :
"In the m a g n e t i c  trance, the forerun ne r of hypnosis, there 
was often s t a r t i n g l y  r e v e a l e d  a se cond p e r s o n a l i t y  a r i s i n g  
from the dar k side of the mind. its 'shadow-side' or 
n i gh t, - s i d e ' . “ 3-4
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n i ght- - si d e '
MeRflierists and  M a g n e t i s t s  r e g a r d e d  d o u b l e s  as o b j e c t i v e l y  
exist ing b e i n g s  of a n o l h e r  o r der of life. On the other' hand the 
r a t i o n a l i s t s  p r o c l a i m e d  the super natural p h e n o m e n a  to he 
d e l u s i o n s  of a sick mind. These two e p i s t e m o 1o g i e s  inspire the 
e p i s t e m o l n g i c a 1 a m b i g u i t y  in m u c h  of R o m a n t i c  1 i t e r a t u r e .
Also R o b e r t ’s do ubl e can he a p s y c h o 1o g i c a 1 p r o j e c t i o n  of 
a split mind, a s y m b o l i c  r e p r e s e n t a t i o n  of free will; or. it can 
be a supe rnatu ral b e ing  (devil or ghost) or the c h a r a c t e r  of
M ’ (1 i 1 1 en do we d wit h magic.
The mo men t of app e a r a n c e  of the s t r a n g e r  r e i n f o r c e s  the 
trad i t i ona 1 mora 1 aspect  of the story-' the s t r a n g e r  a p p e a r s  at
the moment of the highest, e l e v a t i o n  of pride. uhon Ro be rt  feels 
to he above the whole world as he was pro c l a i m e d  a justif ied 
p e r s o n .
[T was] "a just ified person. ad op te d among the n u mber of
G o d ’ chi ldren - my name wr i t h e n  in the L a m b ’ s boo k of 1 i fe,
and that no hy pa st transgression, nor .any future act of my 
own. or of other men, cou ld be i n s t r u m e n h a 1 in al t e r i n g  the 
d e c r e e . " ~ ^
This  moment of h i i n d e d  pride. when man set hi ms elf  apart 
from, laws of moral i ty, b r i n g s  abo ut the b e g i n n i n g  of the terrible 
f a l l . And this is also a m o ment  of a metaphorical inner 
transformation, as the c h a i n s  of m o r a l i t y  are loosened, the bea st
inside, Hyde or St ep pe n Wolf, is set free.
The first stage of the fal 1 is the N a r c issu s st,age 
- c o u r t i n g  the self. The hero falls in love with his own
b e a u t i f i e d  image, with his id ealised self. The ot he r self is in 
e v e r y  r e s pe ct  more efficie nt  and capable, it p r o m p t s  the mea ns of
g r a t i f i c a t i o n  of the self. It o f f e r s  all the forb id den fruit and
all the excitement.
7b
Rob ert r p t u r n s  from this first e n c o u n t e r  fa t a l l y  t r a n sf ormed 
and b o u n d  wit h  the o t her self; he "was to s t i c k  to me for g ood  or1 
for- evil . "36 Even his p a r e n t s  no tice that he is changed. Rut when 
R e v e r e n d  Wr in gh im hea rs that the stranger- a d h e r e s  to the 
r e l i g i o u s  p r i n c i p l e s  in w h ic h he had brought, up Robert, he 
b e c o m e s  c o n v i n c e d  that e v e r y t h i n g  is all right.
The s e c o n d  time Ro bert m e ets the stranger, he finds that the
s t r a n g e r  a s s u m e d  a new appearance, w h ic h he c an not- figure out. 
The s t r a n g e r  r e a d s  a boo k  whic h looks 1 ike a Rible but it is
wr i t t e n  in a foreign language and is filled w i t h  red 1 ines and
verses. This is an ob v i o u s  cue for the reader, but not so much 
for Robert,, whose s e n s e s  and re ason  are a 1 lured. The s t r a n g e r  if? 
also able to read Robert-’ s thoughts. He offe r s  Rober t
a semi - scienti fic e x p l a n a t i o n  of his c h a m e l e o n  a b i l i t y  as some
k i n d nf an absolute em p a t h y .
[It,]" is a natural peoul iari ty in me, o ve r which T have not 
full control. . . by  c o n t e m p 1 a t ing a face minutely, T not only 
attain  the same ] i keness, b u t , with  the 1 ikeness, I attain
the very  same ideas as we 1 1 as the same mode of ar r a n g i n g
them ."37
What is the s i g n i f i c a n c e  of his chameleon, or protean,
cn j a 1 it, v 7
Gr ov e s  a r gu es that "The theme of the novel is the r e l a t i v i t y
of the human self, w h ic h is s h ow n to be a fun ct ion of time,
process, nature, and s o c i e t y . " 33 What G i l - M a r t i n  can do is b e y o n d
human limits, be yo n d  science. The fact that R o b e r t  be 1 ieves the 
s t r a n g e r  is a n o t h e r  proof of his b l i n d n e s s  c a us ed  by  his 
u n l i m i t e d  faith in dogma. He loses the touch with reality. By
pride he r a i s e s  h i m se lf to d a n g e r o u s  he ig hts of a b s t r a c t i o n  and 
thinks that he can p e r f e c t l y  u n d e r s t a n d  ot he r penple and can
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judge them and put.- them to death. Hi r  fall i s inevitable.
Gi 1 - Martin  a s s u m e s  shapes? of other- c h a r a c t e r s  as veil . 
Du r i n g  his third m e t a m o r p h o s i s  he c h a n g e s  into a moderate, p i o u s  
priest, M r .B l a n c h a r d .
He a p p e a r s  out of nowhere, w h i c h  is quite co mmo n for Hogg, 
s i m p l y  be c a u s e  the c h a r a c t e r  is needed at this stag e of the 
story. This  o n l y  p r o v e s  H o g g ’s lack of c o n ce rn  for a careful 
composition. S u b s i d i a r y  c h a r a c t e r s  come and go and r a r e l y  pi ay 
a ny  significant, role they might p l a y  if H ogg  paid more a t t e n t i o n  
to p l o t t i n g  and c a s t i n g  the characters.
Nr. Bl a n c h a r d  is ne eded for a nu mb e r  of reasons-* his m u r d e r  
is Robert,’ s f i rst mu rde r and serv e s  as an initiation into the 
e v i l : M r . B l a n c h a r d  is also an o t h e r  w i t n e s s  of the physical
e x i s te nc e of the stranger-’ Mr. B l a n c h a r d  is one of those good 
pe ople who warn R o bert not, to trust his evil companion.
In the case of Mr . P* 1 a n c h a r d  the m e t a m o r p h o s  i s se ems to be 
o n l y  a d i s p l a y  of power, a n o t h e r  signal which Robert misses, 
uni ike the reader.
Oth er  m e t a m o r p h o s e s  i nto d o u b l e s  are m e r e l y  functional on 
the s y n t a c t i c  level of the text. G i 1-Mart, in m e t a m o r p h o s e s  into 
a yo un g priest who is seen with p i s t o l s  leaving the spot of cri me  
and w h o  is later found g u i 1ty and e x e cu te d for the m u r d e r  of 
M r . B 1 a n c h a r d .
The same trick is e v i d e n t l y  r e p e a t e d  b y  G i l - M a r t i n  on the 
night duel; G i l - M a r t i n  a s s um es  the shape of G e o r g e ’s friend w it h 
whom Geor ge had a quarrel and who is theref or e a c c u s e d  of ki l l i n g  
G e o r g e .
W
The last type of metarnorphical double is Lhe h a u n t i n g  do ub le  
c o n n e c t e d  with  ethical Kietaffiorphosis.
After- the mu rd e r  of George, G i l - M a r t i n  a s s u m e s  the likene ss 
of George, w h i c h  is no ticed also b y  oth er c h a r a c t e r s  in the 
n o v e l . an d thus c o n s t a n t l y  r e m i n d s  R o be rt  of his crime.
Again the same pa t t e r n  is repeated-' the s t r a n g e r  s e l e c t s  
a victim, c o n f u s e s  the c i r c u m s t a n c e s  an d lets o t her c h a r a c t e r s  or 
insti t u t i o n s  to co mm it  the act of injustice and crime. As a true 
metaphysical agent he can o n l y  pr ov oke and has to win the s i n n e r  
by guile, an d not b y  she er power.
The Fa 1 1
The F a 11 is the central theme of the book. M e t a m o r p h o s i s  is
a symbol ic r e p r e s e n t a t i o n  of the Fa 1 1 . Let, us now ex pl ore the use 
and trea tment of m e t a m o r p h o s  i s f rom the overal 1 perspect, i ve of 
t he so i ri tual fall.
Who is in a fal 1en state 7 R e v e r e n d  W r i nghi m t h r ough his
d o c t r i n e  of pre destination; La d y  Da 1 cast 1e , who leaves her
hu sband  and child, has an ill egit imate child with Wringhim, and 
h o 1ds false re 1 i g i ous v i e w s ; the n o b 1e prosti tube and th i e f Be 1 1 
Calvert; to some extent also George, due to his tr ea tment of his 
b r o t h e r  and 1 ifestyle wh ic h d e p r i v e d  him of spiritual protection.
The essential f a l 1 for us is the f a l 1 of the maj or
pr ota gonists : Robert, Georg e and the e d i t o r .
R o b e r t ’s m e t a m o r p h o s i s  is e s s e n t i a l l y  s y m b o l i c  even t h ou gh 
it is m a r k e d  by  mer^Lal and phys i ca 1 c h a n g e s  due to his
me taphysical fall and p s y c h o s o m a t i c  d i s i n t e g r a t i o n . B e c au se  of 
its s y m b o l i c  nature whi ch o p e r a t e s  in bot h  the sup ern atura l and
natural e p i s t e m o l o g y , Hogg had to pay  much more a t t e n t i o n  to the
ps ycholog ical a s p e c t s  of the s t o r y  and to the c l u s t e r s  of
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them ati caI 1y linked intrtges. He bad to be isuch more suhLl e f,ban in
b i s prev  i ous h o oks  .
Tbe theme of kbe symbol io me iaffinrpbos i s of R ob e jo t into 
a h e l p l e s s  b l a c k  fly caught  in tbe web of d e l u s i o n s  is
inherd inked with b o t h  physical an d abstr ac t images of the Fal 1 
from a height, into a pit, of darkness.
Petr ie has made a n u m b e r  of useful o b s e r v a t i o n s  d u r i n g  her 
close reading.
"It- is s i g n i f i c a n t  that the lady r e t i r e s  to the u p p e r  part 
of the house for. th roughou t the book, the W r i n g h i m  
d o c t r i n e s  are d e s c r i b e d  a m i g u o u s l y  as ’h i g h ’ and ‘e l e v a t e d ’ . 
The V r i n g h i m s  may as pire  to h e av en  but they have als o lost 
a ny  d o w n - t o - e a r t h  a b i l i t y  to re late their b e l i e f s  to d a i l y 
1 ife. Furthermore, t o w ar ds  the end of the b o o k  we are 
rem in ded that the Devil is a 1 so c a lled ' the pr in ce  o' the
At the te nn is  mat ch  Robe r t  a c t u a l l y  b r i n g s  George down on 
the gr oun d even though he hi m s e l f  gets k n o ck ed down too when 
Georg e ran i nto him. Robert, pay s with his own fall, b o t h  in the 
ph ys  i c a 1 sense and the meta physi cal sense. Thi s pa ttern is o n l y
r e p e a t e d  later on. Gi 1 - Mart i n s e e m s  to be do omed to g e t h e r  w it h
Robert, and at the end of the novel they seem to share the same
fate, unless we c o n s i d e r  it a n o t h e r  trick of the Devil who tries 
to b r in g R o bert  to su icide - a n o t h e r  se r i o u s  crime, c o n s i d e r e d  an
act of utmost de fianc e of God.
This idea is a 1 so f o r m ula te d b y  the editor as a theme at the
end:
" . . .but in this day, and with the pr esent g e n e r a t i o n  it will 
not go down, that a man s h ou ld be d a i l y  temp ted  by  the 
Devil , in the s e m bl ance of a f e 1 1 ow - crea t u r e : and at length
lured to se lf -destruction , in the hop es  that this same fiend 
and t o r m ento r was to s u f f e r  and fall alo ng with h i m . " 40
R o b e r t ' s  feeli ng s of h igh e l e v a t i o n  find their e x p r es sion in 
the co mp a r i s o n  involvincr the imacre of an eaale:
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"I felt. as if I c o uld have flown in the a i r ; or- leaped over
the tops of the trees. An e x a l t a t i o n  of spi r i t  1 ifted me, as 
it were, far above the earth, and the sinful c r e a t u r e s  
cr a w l i n g  on its surface; an d I d e emed mys el f as an eagle
among the c h i l d r e n  of men, s o a r i n g  on high, and looking with 
p i t y  and co nte mp t on the g r o v e l ! i n g  c r e a t u r e s  b e l o w . " 41
And the v e r y  moment he c e a s e s  to be ’ in t o u c h ’ wi t h  reality, 
he is 's e i s e d ’ b y  the D e v i l . At this momen t he m e e t s  the agent of 
the dark who w as invoked b y  R e v e r e n d  W r i n g h i m ’s b l a s p h e m o u s
p r o c 1am a t i o m  that "All the p o w e r s  of d a r k n e s s . . .shall n e ve r he 
able to plu ck you again out of y our R e d e e m e r ’s hand.
G e o r g e ’s e l e v a t i o n  on the mount a i n  is the exa ct o p p os ite of 
R o b e r t ’s elevation. He doe s  not se p a r a t e  hi ms elf from the world 
and the general order; on the contrary, he e x p e r i e n c e s  u n it y with 
na t u r e .
His sense of h a r m o n y  and u n i t y  is d i s r u p t e d  b y  the thought 
of Robe r t  and his h a u n t i n g  looks. The ap p a r i t i o n  he se e s  e m er ges 
f rom a dark r;l oud be 1 ow him. wh i oh 1 i es on the va 1 1 ey ;
" . . .but the cloud of haze lying dense in that, d e e p  dell that 
s e p a r a t e s  the hill from the rocks  of Halisbury. and the d u 11 
shad o w  of the hill mingl ing with that cloud, made the del 1 a 
pit of darkness.
Similarly. Ro be rt  is e m e r g i n g  from the d a r k n e s s  below. Once 
again George runs in v o l u n t a r i l y  into Ro bert  and th e y  both fall
down near the edge of the cl iff. T hi s physical to uch b r e a k s  t.he 
s p e 11 for both of them; b e i n g  b r o ug ht  down to e a r t h  in the 
p h y s i c a 1 sense they are r e t u r n e d  to reality. George again hits
Robert in an ou tb ur st of a n ger but when he c o me s fully to his
senses and sees his b r o t h e r  r e d u c e d  to a pitiful figure, he
o f f e r s  a n o t h e r  rec oncil iation. But Ro bert r e f u s e s  it when he
r e a l i s e s  that his life is not in danger.
Ro be rt  c o n s c i o u s l y  d e n o u n c e s  p h y s i c a l i t v  u n d e r  the influence
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of most o r t h o d o x  puritanic; c o n v e n t i o n s  - he ha te s women, he is 
a s c h o l a r l y  type in contras t to George. Hi s true nature, however',
s u b l i m a t e s  and r e v e a l s  itself d u r i n g  his fits of a m n e s i a  and
spl it  p e r s o n a l i t y  when he finds h i m self a c c u s e d  not o n l y  of o t he r  
m u r d e r s  but also of d r i n k i n g  and sexual abuse.
D o w n -t o -e a r t h  re a l i s m  s e ems to be the best cure  and 
p r o t e c t i o n  a g a inst Robert, who m e t a m o r p h o s e s  into some k in d of 
demon. A n o t h e r  exa mple can be found in the scene when he 
d i s c o v e r s  Mrs. Logan and Mrs. C a l ve rt  h i d i n g  in a thicket. It, is 
a g a i n  a physical confli ct  w h ic h b r i n g s  him down from the h e i g h t s  
of his pride as the two women o v e rc om e him e a s i l y  and b in d him 
with s t r a p s  of garter. Mrs C a l ve rt  r e p o r t s  the m e t a m o r p h o s i s  they 
co uId witness^
"If a demon coul d inherit flesh and blood, that yo ut h is 
p r e c i s e l y  such  a b e i n g . ..The d e p t h  and the m a l i g n i t y  of his 
eye is hideous. His b r e a t h  is 1 ike the airs from a charnel
house, and his flesh s e ems fading from his bones, as if the
worm that, never dies were g n a w i n g  it. awa y  already. . .
While we were h a n d f a s t i n g  him, I felt his b o d y  to he 
feeble and e m a c i a t e d . .." ^  4
Yet these h e a l t h y  falls ca nno t prevent  the spiritual fall 
and his mental and physical d i s i n t e g r a t i o n  w h ich re su lts in 
a social fall as well, and m a ke s Robert  an o u t l a w  and outcast 
uni, i 1 he d e c i d e s  to es cap e his s u f f e r i n g  by the last 'elevation' 
or upl lifting: the su icide b y  h a n g i n g  himself.
H o g g ' s  work is t h e m a t i c a l l y  co herent b e c a u s e  it draws the 
the n a r r a t i v e  c o n v e n t i o n s  from a n c ient  folk tr adition  and from 
a l r e a d y  e s t a b l i s h e d  c o n v e n t i o n s  of the G o t h i c  n o v e l . Ca re y 
m e n t i o n s  Lev/is' s M on k and Hoffmann' s The Dbl// 1’ s El i x i r as 
so u r c e s  of i n s p i r a t i o n . 45 Roth these b o o k s  have a rel ig ious 
fanat, ic as the main hero who b e c o m e s  c o r r u p t e d  th rough ex cessive 
pride. M e d a r d  and A m b rosio b e c o m e  c o r r u p t e d  th rough  the power of
R1
.speech. Robert, thro ugh the power- of thought, (a doctrine) .
I-Tof f m a n n ’ s tale in 53 i timted wi thi n the uncanny, his m e t a m o r p h o s e s  
are in r e a l i t y  d i s g u i s e s  and the supe rnatur al  d o u b l e s  turn out to 
be twins. L e w i s ’s tale takes place in the space of the m a r v e l l o u s  
and the s u p e r n a t u r a l .
.Hogg tries to s y n t h e t i z e  the two e p i s t e m o 1o g ie s a nd  allo v 
for b o t h  of them. Thi s does not mean, however, that he w o u l d  not 
pr esent  his point of view, no m a t t e r  how di st an t he m a k e s  hi mse lf  
f r o m  t b e  text. H is own view c o mes out from the the m a t i c  
o nto logical  c l a s h  of t h e  two c o n t r a s t i v e  n a r r a t i v e s  and the
ironic epilogue. The e d it or  p r e s e n t s  the ev en t s  as natural ones 
but end s  up in u n c e r t a i n t y  as man y c r i t i c s  have a l r e a d y  noticed)
he is not, able to cope sa t i s f a c tor  i 1 y with the facts in R o b e r t ' s
d i a r y  and r e f u s e s  to treat the s t o r y  as a r e c o r d  of reality)
" . . . T account all the rest e i t h e r  d r e a m i n g  or madness) or,
as he says to Mr.Watson. r e l i g o u s  parable, on pu rp os e to 
illustrate s o m e t h i n g  s c a r c e l y  tangible, but to whic h he 
s e ems to have attac he d great weight.
For instance Petrie asserts)
" Des p i  te his r-a t i ona 1 educa t i on . i t i s the Ed i tor who i s
left c o n f u s e d  about what a c t u a l l y  h a p p e n e d  and how to
a v a luate it."'4',
In fact, the edit,or does not end up in c o n f u s i o n  as the 
foll ow ing ex am ple may show. The e d itor  s i m p l y  d i s c r e d i t s  his 
s o u r c e s  and the tradition, s a y i n g  that the tr ad ition o r i g i n a t e d  
in the first pr i n t e d  ve rsion of the text and c l a i m s  the facts to 
be f i ct i o n .
" . . .and the n u m e r o u s  d i s t o r t e d  traditions, w h i c h  remain of 
that event, ma y be a t t r i b u t a b l e  to the work ha ving been  
pr i nte d and burnt, and of co urse the s t o r y  known to all
pr i nters, w i th the i r f am i 1 i es and goss i p s . "46
The onto log ical theme is the fall th ro ug h pride which leads
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him to bel iovo that ho can be 1 ike God. R o b o r f  s fall is clear,
but yhat  shape does the editor' s fal 1 take*?
The edi tor ' f a l l s ’ , nr fails, what, he pr'ides h i m s e l f  in 
most.: the a b i l i t y  to u n d e r s t a n d  the rea 1 ity. In his r a t i o n a l i s m
he m i s s e s  the metaphysical d i m e n s i o n  of being. And not o n l y  that, 
he fai Is to u n d e r s t a n d  the s t o r y  even as a fable when  he admits."
"With rega rd  to the wor k itself, T dare not v e n t u r e  a
judgement, for I do not u n d e r s t a n d  it. ,,j4S
In this sen se he is r e d u c e d  in s t at us c o m p a r e d  to the
s l i g h t l y  ironic, s e l f - a s s u r e d  tone he a s s um ed at the beginning.
He d e c i d e d  to d i s m i s s  R o b e r t ’s n a r r a t i v e  as pure fiction, lacking
a ny  real subsianca.
In this re spect he b e h a v e s  1 ike the mo dern rational ist man 
be fo re  his Fa u s t i a n  Fall, d i s c a r d i n g  or re - in t e r p r e t a t i n g  all 
what is b e y o n d  the rational grasp. A s u b j e c t i v e  account, 1 ike
R o b e r t ’s narrative, is taken as fiction, s o m e t h i n g  w h ic h m ay  have 
some meaning and me ssage but b e c a u s e  it is not. th ou gh t to be real 
it is found to be insignificank.
And thus the r a t i ona li st w a lI s him se lf a g a inst all that is 
foreign and st ra nge and c o n f i n e s  himself into the c i t y  of reason 
and science. The fall of the rational man finds its powerful 
e x p r e s s i o n  in h a u n t i n g  image of K a f ka 's  /fe f / s •' one d a y  an
o r d e r l y  man wakes up m e t a m o r p h o s e d  into a huge insect,. What was 
s u p p r e s s e d  has br ok e n  the b a r r i e r s  and i nv ade d the c o n f i n e d  space 
of the c i t y  of his own self. Rut that is a n o t h e r  story, and
a n o t h e r  f a l l : fall through s u p p r e s s i o n  and ignorance.
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VP n h p r t -  L n u  i s  o f . e y R n K n n
T H E  S T R A N G E  CAS E  OF D R . J E K Y L L  AND M E . H Y D E
Tn his s t n r y  The St r a n g p  Casp of Dr'.J'&kyll and Fin.ffyde? 
( w r i t t e n  1885) S t e v e n s o n  has c r e a t e d  the most, power*fill image of 
m e t a m o r p h o s  i s in the n i n e t e e n t h  century.
The tnetamorphnsis s i g n i f i e s  a Faus t i a n  fall of J e k y l 1 into 
Hyde. the p e r s o n i f i e a t i o n  of all that is base, a m o r p h o u s  and
evi 1 ’ he is ’ the Other*' , o p p o s e d  to e v e r y t h i n g  that- the 
h u m a n i s t i c  tr aditio n of western c i v i l i s a t i o n  represents. The 
s t o r y  can be rea d as an a l l e g o r y  of the fall which. b e c o m e s
ine vit able when the hero g i ve s up the eternal spiritual st r u g g l e  
b e t w e e n  the goo d and the evil in human soul and 'goes to the
Devi 1' ; * or it can be read as a symbol ic case s t u d y  of a spl it by 
m e ans of m e t a m o r p h o s i s  due to the tra u m a t i c  p r e ssur e of m o r a 1 
dual i t, y .
H e t a m o r p h o s i s  pla ys an essential structural role in the 
story. It. is the source of na r r a t i v e  con f 1 icts and if a lso  
p r o v i d e s  the n a r r ativ e p a tt er n b y  ar e a t i n g  the central m y s t e r y  of 
the strange  re l a t i o n  be t w e e n  Dr. Jekyl 1 and M r . Hyde  . As a result,, 
the s t o r y  takes the form of a m y s t e r y  tale wit h  the lawyer
Litterson as a pr iv ate i n ve stigato r and his friends as witnesses, 
provi di ng vari ous na rra t i ve vo ices.
The shift of emp>hasis from authorial d i s c o u r s e  to
c h a r a c t e r s ’ dis c o u r s e  in tr odu ces an element of s u b j e c t i v i t y  
which. al ong wit h real ism in the c h a r a c t e r i s a t i o n . p r o d u c e s  
a c e r tai n a m b i g u i t y  b e t w e e n  the a l l e g o r i c  and the s y m b o l i c  
p s y c h o 1o g i c a 1 r e a d i n g  of the story, e s p e c i a l l y  wit h  re gar d to the 
s y m b o l i c  role of the maj or protagonists) Hyde need not a p pea r
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evil . and Jekyl 1 or U t t er so n nee d  not- ap pear so positive. S u c h  
a or i t i ca 1 a p p r o a c h  sieans, however, a s e r i o u s  man i pul at, i on of the 
B^nanti o level of the text, which d e c o n s t r u c t s  the Cal vi nist
a l ’e g o r y  in the text, and d e p r i v e s  the latter of an important
mara 1 base.
The m e t a m o r p h o s  i s is s i t u a t e d  in a co nte xt differe nt  from
that of K o g g . The new co ntext  r e f l e c t s  the c h a n g e d  socia 1 and 
spiritual c l i mate of late V i c t o r i a n  society. As the R o m a n t i c
movement. ebbs  a w a y  from the 1 i te ra ry  scene. the m i me tic modes
b e g i n  to prevail in the middle of the n i n e t e e n t h  century, and the 
s up er natura l is e x p l o i t e d  s o l e l y  for sensational purposes, as the 
wor ks of Vi lkie Coll ins or S h e r i d a n  Le Fan u p r o v e . 2 F u r th er  
s i gn i f i cant impulses in f a n tastic  1 i t era t lire come f rom Rus si an 
and Ame r i c a n  1 i terat nre (Gogol, Dostoevsky.: Poe, Hawthorne,
Melville), of c o n s i d e r a b l e  p s y c h o 1o g i c a 1 refinement.
Rut a l r e a d y  in the ISbO's the s i t u ation  start,s to change, 
w h i c h  is m a n i f e s t e d  b y  the format, ion of two influential artist, ic 
g  r o  U  n s : T he 0 xford Mo vemen t and the P r e - R a p h a e l i t e  B r o t h e r h o o d .
A no the r signal of the c h a n g i n g  tastes of the r e a d e r s  is the 
grow i ng p u b l i c  a c c e p t a n c e  of fair y - t a l e s  such as the ex ot ic and 
s e n s u o u s  The A r a b i a n  ///cfht.«? ( 1S46) or me 1 anohol ic tales of Hans
Chr i st, i an Anderson  . 2 *
i
The last d e c a d e s  of the c e n t u r y  also w i t n e s s  an immense 
rise in 'psychic' re s e a r c h  and p o p u l a r  interest in supernatural 
p>hennmena, which once again r e c ei ve at t e n t i o n  of science, na me ly  
the r e - e s t a b l i s h e d  c l i n i c a 1 p s y c h o l o g y  and p s y c h i a t r y .4
In the e a r l y  1880's S t e v e n s o n  became involved in the 
ca mpa i g n  agains t the p r e v a i l i n g  d e s c r i p t i v e  re al is m of the 
E n g l i s h  novel and m e c h a n i s t i c  model of the s o c i e t y  and the cold
ST
s c i e n t i s m  of natural isns. .Against novel he a d v o c a t e s  romance, 
a g a i n s t  the careful c h a r a c t e r  i 2 at i on he e m p h a s i s e s  action, as 
K i e 1y has a r g u e d .
"In the e a r l y  I B S O ’s, when S t e v e n s o n  rose to the de f e n c e  of 
the r o m a n t i c  novel in three of his most famous critical 
essays, Scott, Marryat, and K i n g s l e y  were dead, and C h a r l e s  
Reads was an old man. The novel of ro mance ha d all but gone 
out of vogue, and what George S a i n t s h u r y  c a l l e d  the 
" d o mestic and usual novel" had taken its p l a c e . . .But in the 
decade of the 1SS0* s there were s i gn s of a smal 1 but 
v i c m r o u s  c o u n t e r m o v e m e n t  in Great. B r i t a i n . " 5
In romance, a c c o r d i n g  to Eigner, "the theme or the v i sion
co me s first"5 , while a c c o r d i n g  to K i el y the ac tio n m a t t e r s
m o s t . 7. E v i d e n t l y  in some of S t e v e n s o n ' s  w o r k s  the th e m a t i c
c o n cern p r e v a i I s  while o t her wor ks follow the logic of the
adventure. In the case of The S t r a n g e  Case of D o . J o k y  1 1 and 
M o .H y d o , the former a s s u m p t i o n  would be a b e t t e r  s t a r t i n g  point.
In his camp a i g n  agai nst d e s c r i p t i v e  real ism and natural ism 
St e ven so n went so far as to draw a s h a r p  1 ine b e t w e e n  1 i fe and
"No art - to use the d a r i n g  phrase of M r . G a m e s  - can 
s u c c e s s f u l l y  "compe te wit h life".' . . .Life is monstrous, 
infinite, illogical, abrupt, and poignant: a work of art, in 
comparison, is neat, finite, s e 1f - c o n t a i n e d , rational,
flow inn and e m a s c u l a t e . "^
S t e v e n s o n  in his s e a r c h  for a c ti on  and sp iri t of a d v e n t u r e  
was n a t u r a l l y  draw n to s uc h p o p u l a r  g e n r e s  as the novel of 
adventure, ghost s t o r y  and m y s t e r y  tale. M e t a m o r p h o s i s  in the 
fill 1 sen se of the word, to my knowledge, a p p e a r s  o n l y  in two 
longer moral fables, wr it ten a p p r o x i m a t e l y  at the same time, 
Ma o k h o i m ( 1 <383-5) and The SI range Case of Do. J o k y  11 and Mo.Hydo.
and than in the st ran ge bn inf f a i r y - i a ]e "Tbe Hou se of Eld" .
In each vork m e t a i n r p h o s i s  p l a y s  a di f f e r e n t  role and i s
p r e s e n t e d  in a di f f erent epi stewology. In "M a r k h e i m ", n a r r a t e d  as 
a gho st tale with a tou ch of D o s t o e v s k y ’s Ciriroe? and Punish/Sent 
but, wi th ou t his soul - wrenching, metafflorphosi s is p r e s e n t e d  in the 
typical ro m a n t i c  a m b i g u i t y  of the uncanny: h e s i t a t i n g  b e t w e e n  the
s u p e r natu ra l and p sy chologi ca l interpretation, and h a v i n g  the
moral theme of c o n s c i e n c e  as a b i n d i n g  link. The m e t a m o r p h o s i s  is 
a p u r e l y  ethical m e c h a n i s m  as in most folk tales: the evil ghost,
wh i c h  tries  to push the hero furt her and d e eper  into crime, turns 
out to be a bea utiful gu a r d i a n  angel p e r s o n i f y i n g  his conscience, 
when Markhe i m r e f u s e s  to give in to further s e d u ctive p e r s u a s i o n  
a n d r e p e n t s .
"The House of Eld" is a remarkable, we i rd tale in w h i c h
m e L a n o r phos i s is p r e s e n t e d  as a supRrn atural act. In o r de r to
free his c o u n t r y m e n  from the c h a i n s  they carry. J ac k has to kill 
an e v i 1 visard, who takes the forms of the p e r s o n s  Jac k  loves:
his uncle, father and mother. Tn the end Jack a c h i e v e s  nothing.
People d o  not care for f r e e d o m  b e c a u s e  they h a v e  got, used to
th eir  cha i n.s and sores. Moreover, co ming home Jack finds his 
b e l o v e d  parent,s and uncle dead. M e t a m o r p h o s i s  is used as an 
instrument of d e l u d i n g  the hero. On a s y m b o l i c  level, the s t o r y  
o f f e r s  a f a s c i nat in g vision  of the w o rld and a g r o t e s q u e l y  
f a t a li st ic view of 1 ife. Any a t t em pt to b r i n g  about a c h an ge  in 
the world is d o o m e d  to f a i l u r e . The evil v i sa rd  who c r i p p l e s  and 
c o n f i n e s  the free movement- of peop l e  is in all of them. T h e y  al 1 
are t h e  evil visard. There is no w ay  of e l i m i n a t i n g  him unle s s
pe ople de cid e to thr ow a wa y the d e f o r m i n g  c h s I n s .
In The St r a n g e  Case of Dr'.CT&kyll and Kr'.Hydf? m e t a m o r p h o s i s  
is p r e s e n t e d  as a s c i e n t i f i c  experiment. The me tam orp hosi s 
o p e r a t e s  as a r e l ea se mec h a n i s m  from the moral trauma, w h i c h  can
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be read as an a l l e g o r y  of the eternal st ru ggle of g o o d  and evil 
in the human soul , or as a symbol ic tale of c o n f 1 icting p r e s s u r e s  
of s u p p r e s s e d  d e s i r e s  and r e s p e c t a h i 1 ity.
The Strancre Fal 1
"When ve have fallen t h r ough  s t o r e y  after  s t o r e y  of our 
v a n i t y  and aspiration, and sit rueful am on g the ruins, then 
it is that we begin  to m e as ure the stature of our friends.' 
how th e y  s t an d be t w e e n  us and our contempt, be 1 ieving in our 
best; how. linking us w i t h  others, and still s p r e a d i n g  vide 
the influential circle. the y weave us in and in w i t h  the 
fabric of the c o n t e m n o r a r v  1 i f e . .."9
The fall of J e k y l 1 takes pla ce in a space whi ch is d i f f e r e n t
from that of Hogg. The r e l i g i o u s  and m y th ic me taphysical space  of 
H o g g ' s  tales of fall is t r a n s f o r m e d  into a p r i m a r i l y  m o r a 1
me taphysic al space. H o g g ' s  h e r o e s  a b a ndon  God and come to serve
the Devil. while Jekyl 1 ' s fall is p r i m a r i l y  a moral issue
p r e s e n t i n g  the sit u a t i o n  of a man who cannot, cope with his own
m o r a 1 conscience, the moral pre s s u r e  of the s o c i e t y  and his own 
dark side. H o g g ’s si n n e r s  may  kno w guiIt but not the o v e r w h e l m i n g  
feeling of shame vh i ch f rust, ra tes Jekyl 1 .
From the c h a n g e d  c o n te xt  follows  a furthe r s i g n i f i c a n t
met, am o r p h o s  i s of the co nc ept and role of metamorphosis.’ it
involves a further r-educement of the F a u stian  a m b i t i o n  and
c o n s e q u e n t  a r t i s t i c  met amorphosi s of the man' s adversary. the
Devi 1 . Even the Devi 1 u n d e r g o e s  a m e t a m o r p h i c a 1 fal 1 : from the
imp erious lord of d e m o n s  d i s g u i s e d  as a person  of social s t atu s 
(old knight. abbot. oriental magician). from the r o m a n t i c
a r c he type of a rebel, the figure of the Devil is transforffied into 
the a m o r p h o u s  Other, d e f i n e d  in terms of a ne g a t i o n  of all that
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i s c o n s i d e r e d  civilised. 1 0  The m y t h i c  Devil as we know  him from 
H o g g ’s work, is an imposing c h a r a c t e r  of s u b lime  s k i l l s  of
d e c e p t i o n  and persuasion; he can make hi mself attractive. The 
m e t a i o r p h o s i s  of the Devil into s o m e t h i n g  loathsome. base,
ancient, b e c o m e s  central to h o r r o r  tales b y  flachen, L o v e c r a f t . 
Stoker, and others.
Also the D e v i l ’s d i s c i p l e  has changed. W h e r e a s  M a s t e r  
Michael was a s c h o l a r  and ma g i c i a n  with an a m b i t i o n  to p e n e t r a t e  
into the m y s t e r i e s  of the Lin i verse and to control the e l e m e n t s  of 
nature, Robert,' s a m b i t i o n s  were mtich more n a rr ow in the ir scope. 
In fact, at first he p r e s e n t e d  hi mself o n l y  as an a m b i t i o u s  
student, e x p e c t i n g  a s p l e n d i d  career,’ his d e s t r u c t i v e  a m b i t i o n s
were implanted in his mind by  his father. R e v e r e n d  Wr i n g h i m  and
later on by Gi 1 - Mart, in. Jekyl 1 is a dif f e r e n t  case. In s o m e
r e s pe cts he is c l oser to the Faust, i an s c h o l a r  s e e k i n g  the m y s t e r y  
of the univer se  than to the naive and pass ive Robert:
"And it, c h a n c e d  that the d i rect i on of my s c i e n t i f i c  studies, 
wh i chi led who! 1 y to wa rd s the m y s t i c  and the transcendent, a 1 , 
re a cte d and shed stro n g  1 ight on this c o n s c i o u s n e s s  of the 
perennial war amo ng my members. " I -1
Rut his ultimate  goal is muc h more modest.: he w a nt s to f i nd
peace with himself, he is tired of hiding, he is tired of the war
among his members. The natur e of his u l t im at e c o ncern is m o r a 1, 
but the c o n s e q u e n c e s  of the m e t a m o r p h o s i s  are almos t 
m e t a p h y s i c a l : m e t a m o r p h o s i s  me ans a s y m b o l i c  t r a n s g r e s s i o n  of the
mythic sp here of man. Like Fr’-r^ nhf^ n^ i. R i n . S t e v e n s o n  r e fe rs to 
a new d a n g e r o u s  p at h to power, instead of magic, it is now 
science. The s c ienc e u s u r p i n g  the role of God or Nature, b r i n g s
man to his fall, which ta kes the form of metamorphosis,
a physical and spiritual degradation. This is the p r i m a r y  level
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of the story.
The mora 1 m e s sage is r a t h e r  austere: the pr e s e n c e  of Hyd e
ha s  to be a c k n o w l e d g e d : ve s h o u l d  be aware of the dar k a s p e c t s  of
our- own mi n d  and s h ou ld not try to a v oid  the eternal b a t t l e f i e l d  
on w h i c h  our b e t t e r  side s t r u g g l e s  with  the worse side. As in 
Hogg, the at te mpt  to el evat e o n e self  over the h u m a n k i n d  leads to 
a ma ta i o r p h i c a l  f a l l .
The U n c a n n y  Sp ace of M e t a m o r p h o s i s
The space of the m e t a m o r p h o s i s  is the spa ce of the uncanny,
w i t h  no trace of wi t c h c r a f t  or ghosts. The m e t a m o r p h o s i s  of
Jekyl 1 is present,ed as a sol id fact with no ex p l i c i t  s u g g e s t i o n
that the m e t a m o r p h o s  i s might be a delusion. Dr. Jekyl 1 is no
magician: he is a we 11 - r e s p e c t e d  do ctor and r e s e a r c h e r  even
th ou gh  his re search  takes a d u b i o u s  turn. Un like H o g g ’s sinners, 
he i not a lonely figure, he has some very good friends. The 
fa vourite r o m a n t i c  a m b i g u i t y  b e t w e e n  the u n c a n n y  and the
marvellous, b e t w e e n  the p s y c h o 1o g i c a 1 and the supernat ural
i n t e r p r e t a t  i o n , is e s s e n t i a l l y  abandoned. The sup er natural  of the 
m a r v e l l o u s  is s u b s t i t u t e d  with science, like in the c l a s s i c 
g o t h i c  ro ma nce  Fr'rink'&n&te i n .
I say 'e s s e n t i a l l y ’ be c a u s e  the e x p l a n a t i o n  of the
m e t a m o r p h o s i s  in terms of a d e l u s i o n  is not e n t i r e l y  excluded:
the act of m e t a m o r p h o s i s  is p r e s e n t e d  in the characters'
discourse, n a m e l y  lanyon' s and J e k y l 1 * s letters, and b o t h  the 
w i t n e s s e s  were dea d  when Ut t e r s o n  (and the public) r ead them.
Instead of ontological a m b i g u i t y  the s t o r y  a l l o w s  two levels 
of reading: the alleaorieal and n s v c h o  1 ocr i ca 1 . I find these two
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levels cOiDplefflpniflry; t,he a] legorical level b e in g of pr i ma ry
st ructural s i g n i f i c a n c e  b e c a u s e  it lays the t h e matic  founda tinn
of the story. W i t hou t the al legnrical level the s t o r y  can never1
a p p e a r  suf f icientl y coherent; attempt's to re read the symbol i c
r o l e  of major  p r o t a g o n i s t s  s t r e t c h  the text b e yo nd i ts limit's as
follows further on.
M e t a m o r p h o s i s  is the structural focus of the n a r r at ive and 
g e n e r a t e s  the b a s i c  th e m a t i c  1 inks. It is the p r i m a r y  cause of 
a l 1 the e v ents in the narrative. All the e p i s o d e s  and a l 1 the
images are s u b o r d i n a t e d  to it and are intended to pr ep are the
ground for the re v e l a t i o n  of J e k y l 1’s and H y d e ' s  strange case.
The ce ntra 1 theme is the dual ity of human nature, w h ich is
p e r s o n i f i e d  t h r ou gh  m e t a m o r p h o s i s . The theme of d u a l i t y  and 
do u b l e s  is c l e v e r l y  m a i n t a i n e d  in the na r r a t i v e  by * doubl i n g ’
motifs and images. The m o t i f s  of d u a l i t y  pr epa re  the gro und for
the metaoor phical 1 ink b e t w e e n  Hvde and Jekvl 1 . Since the dual i ty
has been e x t e n s i v e l y  d i s c u s s e d  elsewhere. there is no need to do
it here. and there fore T wi 1 1 ref er  to it, o nl y in so far the
du a 1 i ty is r e 1 ated to the main a r g u m e n t .
Right at, the beginning. Nr. Utterson, a cold, ret 1 cent man.
"yet so m e h o w  lovable" . * a lawyer b y  profession, who a s s umes  the 
role of the inv est igato r of the mystery, is int roduced in
contrast w i th his d i Riant k i nsman R i char d Enf i e 1 d :
"the we 1 1 -known man about town. It was a nut to c r a c k  for
many, what thse two c o u l d  see in each other, or what su bj ect
they c o u l d  find in common. " *4
Later on U t t ers on  p a i r s  hi m s e l f  up with Hyde, as he d e c i d e s  
to solve the mystery, "If he be Nr H y d e . ..I shall be Nr S e e k . " 15
J e k y l 1 h i m se lf use d to be p a i r e d  up with Dr La nv on but their
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f r i pnd sh i p b r ok e up when Jekyl 1 enbereri h i s fat,al re l e i i o n  wi th
Hyde .
Tbe most ingenious part is bhe b e g i n n i n g  of tbe s t o r y  
wh ere in the s y m b o l i c  m o ti fs  an d images c o n v e y  tbe theme of 
c o n t r a s t i v e  duality: tbe c o n t r a s t  of tbe nice s t reet and tbe
s h a b b y  n e i g h b o u r h o o d  and tbe s t r ange J e k y l 1's bouse.
" . . . tbe street  shone out in c o n tras t to its d i n g y  
neighbourhood, 1 ike a fire in a forest: and w i t h  its f r e shly
p a i n t e d  shutters. w e l 1 -polis be d brasses. and general 
c l e a n n e s s  and g a i t y  of n o t e . . .and just at that point, 
a ce r t a i n  s i n i s t e r  b l oc k of b u i l d i n g  thrust forward its 
gable on the street. It was two s t o r e y s  high: it showe d no
window, n o t h i n g  but a door on tbe lower s t o r e y  and a h i i n d  
forehead of d i s c o l o u r e d  w a 11 on tbe u p p e r : ... "16
This short, d e s c r i p t i o n  c o m m u n i c a t e s  m a n y  important messages-' 
it. introduces a h a unted  locale, which is n a t u r a l l y  c o n n e c t e d  wit h 
some h a u n t i n g  event,. The ch oice  of the locale re v e a l s  the 
fra ns f orma h i on of the got,hie novel : instead of a h a u n t e d  cast 1 e
we have a h a u n t e d  house inhabited b y  a m i d d l e - c l a s s  doctor. The 
bu i l d i n g  give s an impression of b e i n g  shapeless, aggressive.: if
' thrusts forward its g a b l e ’ . F u r t h e r m o r e , it, is person  i f i ett as 
a human head  wh i ch is, signi ficant 1y , blind, s h o w i n g  no w i n d o w s  
on the front side, hi ding its face. The hou se is p r e s e n t e d  as 
a m e t aphor for Jekyl 1 who 1 ives there as it, tu rn s out. The o nl y 
way how to unveil the m y s t e r y  of the house is to ent er it, get 
inside the head.
The door bo t h  m e t a p h o r i c a 1 1y and 1 iteral ly lets Hyde out. 
Seeing the door, En fi el d is r e m i n d e d  of a ho r r i b l e  incident he 
witnessed, in w h ic h Hyde made his first, app e a r a n c e  on the stage. 
After the incident with the little girl, Hyde d i s a p p e a r s  th r o u g h 
this door  into the house. The pe ople w a t c h i n g  the incident are 
c o m p l e t e l y  t r a n s f o r m e d  by the powerful emotions, in si,ark
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c o n t r a s t  wit h Hvdp  ’ s coldnpss.
"He was p e r f e c t l y  cool and made no resistance. but gave me 
one look, so ugl y  that it, brought, out, the sweat on me like 
runni n g . " * 7
Hyde p r o v o k e s  m e t a m o r p h i c a 1 r e a c t i o n  in people. H is mere pr esence  
de p r i v e s  them of re as on  and b a l a n c e  of mind and incites them to 
irrational h a t r e d  and fear. Even a S c o t t i s h  do ctor who ap p e a r s  on 
the spot, "the usual c u t - a n d - d r y  apothecary, of no p a r t i c u l a r  age 
or colour. . .and about as emotional as a b a g p  i r»e" 1 is e x t r e m e l y  
upset by H y d e :
" . . .every time he looked at my prisoner, I saw that Saw b o n e s  
turned sick and white with the desire to kill h i m . " 1
The s e c o n d  m e t a m o r p h i c a 1 s i t u a t i o n  w h ich p r e p a r e s  the reader 
for the real me t, a m o r p h o s  i s is the dream se quence of U t t e r s o n . His 
m i nd b e c o m e s  ha u n t e d  bv  two i m a ne s : the i macre of Hvde . see i ng how
"that human Jugg e r n a u t  trod the child  down and pa ssed on 
r e g a r d l e s s  of her s c r e a m s " ; and the image of the s l e e p i n g  J e k y l 1 
who b e c o m e s  c o n t r o l l e d  by "a figure to whom p o we r was g i v e n " . 1S 
This is a significant, fact b e c a u s e  it shows me t a p h o r  i ca 1 1 y what- 
is to come: J e k y l 1 is to lose his free will and Hyde will gain
the upper hand.
The defaiai 1 i ar i sed c it y b e c o m e s  a la byr inth in the
nightmare. in w h ic h Hyde  move s w i t h  the s w i f t n e s s  of a shadow, 
and there se em s to be no esc ape from him. The image of Hyde as
a J ugge rn au t c o n v e y s  the sense of fatality, there is no way of 
st opp i n g  him. there is no escap e from him as he a p p e a r s  on every
corne r of the night city, wh ich  b e c o m e s  a m e t a m o r p h o s e d  labyrinth
of streets.
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"and if at any  time he d o s e d  oven. it wap; hut to see if 
g l i d e  more s t e a l t h i l y  t h r o u g h  s l e e p i n g  houses, or move the 
more s w i f t l y . . .even to dis^iness, thro ugh  w i der laby rin ths 
of lamp-1 ighted oi ty. and at e v e r y  co rner cru sh  a child and 
leave it screaming. And still the figure had no f a c e . . ."Is
H y d e s  moves with the indiffer en ce of a zombie, a n i m a t e d  by  
s o tde dark, m y s t e r i o u s  power.
The first part c u l m i n a t e s  in the c h a p t e r  ’Se ar c h  for Hr 
H y d e ' , in w h ich Ut t e r s o n  fi nall y m e et s Hyde face to face and ve 
can see for the first time his own reaction. He p r e s e n t s  Hyde as 
a mi xt ure of a sa vag e and a beast; Hyde h i s s e s  1 ike a snake and 
s n a r l s  like a beast, and laughs s a r c a s t i c a 11y when  Utt erson tries 
to teach him b e t t e r  manners. * ^
The foll ow in g part s lack the subtle  use of symbol io images.;
the a u t h o r  fo nuses only on the plot and each short ep is ode  shifts  
the na r r a t i v e  c l o s e r  to the d r a m a t i c  climax, or, rather, to 
a seri e s  of climaxes, b e c ause the last part of the s t o r y  is 
p r e s e n t e d  in the form of three narratives-' the authorial
n ar r a t i v e  with Utt er so n as the focus, Dr.I.anyon's narrative, and 
final ly H e n r y  J e k y  1 1* s Fill 1 S t a t e m e n t  of the Case, whic h ends the 
s t o r y  wit hout any authorial c o m m e n t s  whatsoever.
A l t h o u g h  this c h a pte r b r i n g s  the real n a r ra ti ve c l imax in
a f orm of d r a m a t i c  ac tion at night,, Ut te rson is st, i 1 1 unaware of
the me t,a m o r n h o s  i s . After he b r e a k s  into the 1 aboratory,
d e a d 
have 
One 
gets
inside a man' s mind.
d i s r e g a r d i n g  H y d e ’ s des p e r a t e  pdeas, he f i nds Hyde a l r e a d y  
on the f 1 nor'. There is no trace of Jekyl 1 . The m y s t e r y  would 
re m a i n e d  un s o l v e d  if it had not, b ee n for the two letters, 
cannot u n d e r s t a n d  the m y s t e r y  of human psyche  u n l e s s  one
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M e t a m o r p h o s  i s as a Split
The first key to the ffiystery is hel d b y  Lanyon. It is? in his 
narrative, that we fi na ll y learn that J e k y l 1 and  Hyde are one
person. Thi s  is the s h o c k i n g  r e v e l a t i o n  w h i c h  is me n t i o n e d  by
C h e s t e r t o n  •'
"Th e real stab of the s t o r y  is not in the d i s c o v e r y  that one 
man is two men; but in the d i s c o v e r y  that the two men are
one m a n ."20
Lan.yon a g r e e s  to b e c o m e  an eye w i t n e s s  of the m e t a m o r p h o s i s  
of Hyde into J e k y l 1. The m e t a m o r p h o s i s  b l a s t s  his co nc ept of
scie nce  and r e a l i t y  to p i e c e s  and soon af ter their m e e ting he
dies as a b r o k e n  man. What exact, ly broke him. is left
unexpla i n e d . It is up to the r e a d e r  to decide. L a n y o n ’s death
seems to be a denial of the lesson he has received. He is unable 
to cope with the r e v e l a t i o n  of the dark shadow of the self.
The whole scene of the m e t a m o r p h o s i s  has a touch of di a b n l i c  
atmosphere. We can wi tre ss  a s w e e p i n n  chang e in H y d e ’ s b e h a v i o u r  
once he has p r e pa red the elixir. Like Mep h i s t o p h e 1e s , he 
c h a l l e n g e s  Lanyon and a p p e a l s  to his s c i e n t i f i c  c u r i o s i t y  and 
o ff e r s  him an insight into the p h e n o m e n a  whi ch  transc en d the 
1 i m i t,s o f sc i ence .
"As you decide, you shall be left as you were before, and
n e ithe r ri cher nor wiser, u n l e s s  the sense of service
re n d e r e d  to a man in mortal d i s t r e s s  may be c o u n t e d  as
a kin d  of r i c h e s  of the s o u l . Or, if you s h a 11 pr efer to 
choose, a new pr o v i n c e  of k n o w l e d g e  and new a v e n u e s  to fame 
and power  shall he laid open to you, here, in this room, 
upon the instant,; and y ou r sight shall be b l a s t e d  by 
a p r o d i g y  to st a g g e r  the unhel ief of .Satan. "21
The scene of m e t a m o r p h o s i s  for the first time o p e n l y
97
i nLrodufiP.s the (ftodprn version  of the F^nsi ian myth, simil i^r t,o 
t, hat.- in Fr'ankpn&tf? i n , shnvi ng the drsrnfli i c t..rsnsgreRRion of the 
existential space given to man. An y at, tempi- to c r o s s  the
invisible b o r d e r  of the natural limits c a u s e s  a fatal 
tr a n s f o r m a t i o n  and b r i n g s  about his? fall . Ma st er  Michael e n t e r s  
the for-bidden space of magic, Jekyl 1 a b a n d o n s  the spa ce of 
natural s c i e n c e s  and by m e t a m o r p h o s i s  v i o l a t e s  the lavs of 
nature. H is a t t empt at c r e a t i n g  a pure e s s e n c e  of man by
s e p a r a t i n g  the 'dirty' e l e m e n t s  pr o d u c e s  a monster, 1 ike
Frankenstein. J e k y l 1's e x p e r i m e n t  is r e m i n i s c e n t  of the 
a l c h e m i s t ' s  s e a r c h  for the philosophers' stone w h i c h  is s u p p o s e d  
to have tr a n s f o r m a t i v e  e f f e c t s  on the self.
The mo dern v e r s i o n s  of the Fa u s t i a n  myth show the failurp of 
science and the limits of s c i en ce w h ich cannot, a nd  s h o u l d  not, 
try to find final s o l u t i o n s  to moral problems. As C h e s t e r t o n  put 
it. "The surgical o p e r ation is fatal in the story. It is an 
afftputat i on of whic h b oth par ts die. "22 The s e c o n d  fai lure of 
science is in the me thod of the experiment. The m e t a m o r p h o s i s  is 
a product of chance, S t e v e n s o n ' s  favou rite weapon in the ba tt le 
against s c i e n t i s m 2 3 . The stuff the ni gh tmare is made of, the
m e t a m o r p h o s  i s, is i m p u r e . This fact, m a ke s Hart conclude:
"It was impure; it made no s e p arate identities. The two
r e m a i n e d  bound, 1 inked to each other, for Jekyl 1 is the 
person, while Hyde is o n l y  a p a r t . " 2'4
The fact, that the drug  was impure, also  sho ws  that the whole 
experimen t was a matt e r  of ch ance and coul d not be r e p e a t e d  once 
the unicue impure drug  was exhausted. M e t a m o r p h o s i s  has r e m a i n e d  
be vo nd the n o s s i b i l i t e s  of science.
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J e k y l 1’s statement- p r o v i d e s  us wit h the s u b j e c t i v e
b a c k g r o u n d  of the case. His na r r a t i v e  gives us a ch ance to
u n d e r s t a n d  what led him to the m e t a m o r p h o s i s  and what followed 
i t . Har t c o n s i d e r s  shame as the m o t i v a t i n g  power; "... the feel ing 
c r i t i c a l l y  e x a m i n e d  is shame", and. "The archetypal act of shame 
is to h i d e . . . " 25
"Many a man w o u l d  have even b l a z o n e d  s uc h i r r e g u 1a r i t i e s  as 
I was g u i l t y  of; but from the high views that I had set-
be fore file. I r e g ar ded and hid them w it h an al mo st m o rbid
se nse  of shame. It was thus ra th e r  the e x a c t i n g  nature  of my
aspirations, than an y p a r t i c u l a r  d e g r a d a t i o n  in my faults, 
that made me what I w a s . .."26
In the psycho lo gical  sense. Hyde is the mo n s t e r  of shame, of 
a ! 1 that was r e p r ess ed  in J e k y l 1. J e k y l 1*s t r a g e d y  is that he had 
set up his m o r a 1 s t a n d a r d s  too hig h and was unable, as a pure 
Victorian, to meet them. M e t a m o r p h o s i s  was a means of so l v i n g  the
t r a u m a t i c  duality. His co ns c i e n c e  p r e v e n t e d  him from e n j o y i n g  the
dark as p e c t s  of 1 ife. and his desire for the forb idd en made him 
u n c le an  in his own eyes. 1 i v i ng in const an t fear that he would 
not 1 i ve up to h i s p u b 1 ic i m a g e .
A 1 1 e g o r y  or a Case Study'?
There is. however, a g ap b e t w e e n  the allegorical level of 
the text and the s y m b o l i c  level. d u e  to the r e a l i s t i c  and 
p s y c h o  1 og i ca 1 treatment., of the c h a r a c t e r i z a t  i on, a l l o w i n g  some 
to u c h e s  of ambiguity. which serve as a p l a tf orm for a t t e m p t s  to 
r e r e a d  the s t o r y  as a case s t u d y  of a personal i ty spl i t . Hyde may 
raise our c o m p a s s i o n  in the end, while some of U t t e r s o n ’s traits 
may not be v i ewe d so favourably.
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As a m o r a l  a l l e g o r y ,  t h e  w o r k  d e p i c t s  t h e  s t r u g g l e  o f  g o o d  
a n d  e v i l  i n  t h e  h u m a n  s o u l . B y  t h e  m e t a m o r p h o s i s  J e k y l 1 f a l l s  
i n t o  t h e  l o w ,  e v i l  f o r m  o f  e x i s t e n c e  p e r s o n i f i e d  i n  H y d e .
T h e r e  a r e  b a s i c a l l y  t w o  w a y s  o f  r e a d i n g  t h e  p s y c h o 1o g i c a 1 
c o n f l i c t :  o n e  a p p r o a c h  f o l l o w s  t h e  m y t h i c  m o r a l  l o g i c  a n d  t h e
o t h e r  t h i n k s  o f  J e k y l 1 ( o r  U t t e r s o n )  a n d  H y d e  a s  t w o  e s s e n t i a l  
p r i n c i p l e s  c o n s t i t u t i n g  a d y n a m i c  b a l a n c e  o f  t h e  s e l f  ( a v o i d i n g  
o r  s u b v e r t i n g  t h e  m o r a l  d u a l i t y .  T h e  f o r m e r  a p p r o a c h  c o n s i d e r s  
t h e  m e t a m o r p h o s  i s  a s  a n  e s c a p e  m e c h a n i s m  f r o m  t h e  t r a u m a t i c ?  
d u a l i t y ,  w h i l e  m a i n t a i n i n g  t h e  t r a d i t i o n a l  d u a l i t y  o f  p o s i t i v e  
v a l u e s  e m b o d i e d  b y  U t t e r s o n  a n d  t o  s o m e  e x t e n t  e v e n  b y  J e k y l 1.  
a n d  n e g a t i v e  v a l u e s  e m b o d i e d  b y  H y d e .  J e k y l  1 ' s  m a j o r  f a u l t ,  t h e n  
a p p e a r s  t o  b e  i n  h i s  d e s i r e  t o  e s c a p e  f  roBl t h e  c o n f  1 i c t  a n d  f  i n d  
a n  e a s y  s h o r t c u t .
T h e  l a t t e r  a p p r o a c h  r e f n r m n 1 a t e s  t h e  d u a l  i t y  a s  a d y n a m i c  
b a 1 a n e e  b e t w e e n  t w o  a s p e c t s  o f  l i f e ,  t h e  i n s t i n c t i v e  a n d  t h e  
r  a t  i o n a 1 . T h  i s  a p p r o a c h  t e n d s  t o  e l i m i n a t e  t h e  m o r a 1 d i m e n s i o n  o f  
t h e  s t o r y  h y  o p e n i n g  a  s e m a n t i c  a m b i g u i t y  i n  t h e  m a j o r  
p r o t a g o n i s t s . T h u s  Hyde f o u n d  t o  b e  a v i c t i m  o f  s u p p r e s s i v e
V i c t o r  i a n s o c i e t y ,  f o r  h e  i s  f r o m  t h e  v e r y  b e g i n n i n g  d e n o u n c e d  a s  
a h i d e o u s  o u t c a s t ,  p r o d u c i n g  i n  p e o p l e  s t r o n g  e m o t i o n s  o f  h o r r o r  
a n d  h a t e  n o t  b e c a u s e  h e  w o u l d  b e  s o  e v i 1 b u t  b e c a u s e  h e  e m b o d i e s  
e v e r y t h i n g  t h e y  a r e  a s h a m e d  o f  a n d  h i d e  i t ,  d e e p  i n s i d e .  H e  i s  
m ade e v i l  e v e n  t h o u c r h  i n  r e a l  i t v  h e  i s  n o t .  a r c n i e  s  E i c m e r :
" T h e  S t r a n g e  C a s e  o f  D r . J & k y l l  a n d  fir. H y d e  i s  n o t  a n  
a l l e g o r y  o f  t h e  e v i l  i n  man s w a l l o w i n g  u p  t h e  h e l p l e s s
g o o d :  r a t h e r  i t  i s  a s t o r y  o f  a w h o l e  man d r i v i n g  o n e  p a r t
o f  h i s  n a t u r e  t o  d e p r a v i t y  u n t i l  t h e  e n t i r e  e g o  i s
d e s t r o y e d . " 2 2
E i g n e r ’ s  a s s e r t i o n  o p e r a t e s  s i m u 1 t a n e o u s 1y  o n  t h e  l i t e r a l  
a n d  t h e  s y m b o l i c  l e v e l : i n  h i s  o u i n i o n .  J e k y l 1 a n d  o t h e r
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c h a r a c t e r s  h a v e  r e j e c t e d  H y d e ,  w ho  c o n s e q u e n t  1 y  t u r n e d  v i o l e n t , .  
T h e  s a m e  i s  i m p l  i e d  o n  t h e  s y m b o l  i c  l e v e l  . J e k y l  1 h a d  b e e n  
r e p r e s s i n g  H y d e  s o  l o n g  un t ,  i l  h e  t o o k  a  s h a p e  a n d  e m e r g e d  a s  
a m o n s t e r . 2 g  E i g n e r  s u p p o r t s  h i s  a r g u m e n t  b y  r e f e r e n c e s  t o  
H y d e ' s  d e v e l o p m e n t .  Q u o t i n g  t h e  i n c i d e n t  w i t h  t h e  l i t t l e  g i r l ,  h e  
a s s e r t s :
" H y d e  d o e s  n o t  a p p e a r  p u r e  1 y  e v i l  i n  t h i s  a d v e n t u r e ,  b u t  h e  
d o e s  s e e m  t o  b r i n g  o u t  a l  1 t h e  c r u e l t y  a n d  mat  i c e  i n  t h o s e  
w h o  j u d g e  h i m . . . E n f i e l d .  t h e  b y s t a n d e r s ,  a n d  t h e  o t h e r  
n a r r a t o r s  a r e  r e j e c t i n g  a p a r t  o f  t h e m s e l v e s  w h e n  t h e y  
r e j e c t  H y d e ,  a n d  t h e  m o r e  s t r e n u o u s l y  t h e y  e x c i s e  h i m ,  t h e  
m o r e  t h o r o u g h l y  t h e y  c o m e  t o  r e s e m b l e  t h e i r  n o t i o n  o f  h i m ,  
a n d  t h e  m o r e  p r o f o u n d l y  t h e y  a r e  a f f e c t e d  b y  t h e
e n c o u n t e r . " 2 0
Wh i 1 e  i n  t h e  f  i r s t  i n c  i d e n t  H y d e  i s  st,  i l l  i n d  i f  f  e r e n t , a f t e r  
t w o  m o n t h s  o f  c o n f i n e m e n t  h e  beer i n s  t o  r e  1 i s h  t h e  m u r d e r .
" I n s t a n t l y  t h e  s p i r i t ,  o f  h e l  1 a w o k e  i n  me a n d  r a g e d .  V i t h  
a t r a n s p o r t  o f  g l e e .  I  m a u l e d  t h e  u n r e s i s t i n g  b o d y ,  h a s t ,  i n g  
d e l i g h t  f r o m  e v e r y  b l o w ; " ~ -
H y d e  t u r n s  v i o l e n t  b e c a u s e  h e  h a s  b e e n  r e j e c t e d  a n d  k e p t ,  i n
t h e  p r i  s o n  o f  t h e  m i n d  f o r  f a r  t o o  1 o n g .
M a s s e y  i s  e v e n  s h a r p e r  i n  h i s  r e  - e v a  1 u a  t, i n g  o f  H y d e ,  s e e i n g
H y d e  a s  ' t h e  s i n g l e  s e l f '  , w h i c h  c a n n o t ,  c o m m u n i c a t e  w i t h  t h e  
c o n v e n t ,  i o n a  1 w o r l d ,  " i f  i t  i s  f o r c e d  t o  c o m m u n i c a t e ,  i t
c o m m u n i c a t e s  w i t h  a b l o w .  T h a t  b l o w  i s  a l l  i t s  s p e e c h  a n d  i t s  
r e f u t a t i o n  o f  l a n g u a g e " . 2 2
" T h e  s c e n e  o f  H y d e '  s  w a l k i n g  s t r a i g h t ,  o n  o v e r  t h e  b o d y  o f  a 
s m a l l  g i r l  whom h e  m o s t  i m p r o b a b l y  b u m p s  i n t o  o n  t h e  s t r e e t s  
l a t e  a t  n i g h t ,  e v i d e n t l y  i n v e n t e d  t o  p r o v e  how e v i l  H y d e  i s ,  
i s  s o  a r t i f i c i a l  a n d  u n r e a l i s t i e  a s  t o  a p p e a r  m e r e l y  
r i d i c u l o u s .  H i s  t w o  o t h e r  a c t s  o f  v i o l e n c e  a r e  s i m i l i a r l y
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u n s a t -  i s f  a c t o r y  . "
S u c h  a n  a p p r o a c h  i s  m a d e  p o s s i b l e  b y  a  s u b t l e  m a n i p u l  a t i o n  
o f  t h e  t e x t ,  w h i c h  g o e s  a g a i n s t  t h e  p r i m a r y  a l l e g o r i c a l  l e v e l . T t
i s  t r u e  t h a t  a t  t h e  b e g i n n i n g  H y d e  a p p e a r s  i n d i f f e r e n t  a n d  l a t e r
o n  b e c o m e s  m o r e  c o n s c i o u s l y  w i c k e d ;  b u t  t h e  k e y  t o  t h e
i n t e r p r e t a t i o n  d o e s  n o t  l i e  i n  t h e  e x t e n t  t o  w h i c h  h i s  a c t s  a r e
e v i l . b u t  i n  t h e  p o w e r f u l  u n a n i m o u s  r e a c t i o n  o f  t h e  w i t n e s s e s .  
H y d e  i s  n o t  a  p e r s o n  i n  t h e  p h y s i c a 1 s e n s e ,  h e  i s  t h e  e s s e n c e  o f  
e v i 1,  h e  d o e s  n o t  n e e d  t o  d o  a n y t h i n g ,  h i s  m e r e  p r e s e n c e  i s  
p o w e r f u l  e n o u g h ,  a s  E n f i e l d ’ s  c o m m e n t  p r o v e s :  " I t  s o u n d s  n o t h i n g
t o  h e a r ,  b u t  i t  w a s  h e  1 1 i s h  t o  s e e .  I t  w a s n ’ t  1 i k e  a m a n .  . . " 2 4  
S t e v e n s o n  w r o t e  i n  a l e t t e r  a b o u t  H y d e - ’
" [ H y d e ]  i s  t h e  e s s e n c e  o f  c r u e l t y  a n d  m a l i c e  a n d  s e l f i s h n e s s  
a n d  c o w a r d i c e ,  a n d  t h e s e  a r e  t h e  d i a b o l i c a 1 i n  m a n . . . " 2 5
I n  f a c t ,  e v e n  t h e  s c e n e  w i t h  t h e  g i r l  i s  n o t  s o  
’ r i d i c u l o u s ’ . On e h a s  t o  s e e  i t  i n  t h e  c o n t e x t  o f  c a r e  w h i c h
p j e n e t r a t . e s  t h e  n o v e l  , o r  ' o b i  i g a t ,  i o n '  , a s  H a r t  p u t s  i t ;
" H y d e  i s  n o  ’ o r d i n a r y  s e c r e t  s i n n e r ’ , f o r  S t e v e n s o n  h a s  n o
i n t e r e s t  i n  s u c h  s i n s .  H y d e  i s  ' i n o r g a n i c ’ , ’ i n d i f f e r e n t ' . 
u n r e a l  i n  t h a t  h e  i fa a t o t a l  d e n i a l  o f  t h e  b o n d s  o f
o b i  i g a t  i o n '  . T h i s  i s  w h a t  J e k y l  1 h a s  s o u g h t .  " 2 6
A! 1 c o n c e r n e d  p e o p l e  s h o w  a c o n s i d e r a b l e  a m o u n t  o f  c a r e  
a b o u t  J e k y l 1:  U t t e r s o n ,  L a n y o n .  E n f i e l d  c a r e  f o r  J e k y l 1 a n d  t r y
t o  h e l p j :  p e o p j l e  c a r e  f o r  t h e  g i r l  k n o c k e d  d o w n  b y  H y d e  a n d  c a  1 1
a d o c t o r .  H y d e ’ s  i n d i f f e r e n c e  i s  i n  a s h a r p  c o n t r a s t ,  t o  t h e m ,  
a n d .  h i s  i n d i f f e r e n c e  i s  r a t h e r  s t r a n g e . :  c a s u a l ,  a b s e n t - m i n d e d
i n d i f f e r e n c e  w o u l d  n o t  h a v e  p r o v o k e d  s u c h  a v i o l e n t  r e a c t , i o n .  H e  
i s  1 i t e r a l l y  l i k e  a  J u g g e r n a u t ,  m o r e  a z o m b i e  t h a n  a  m an ,
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a n i m a t e d  b y  Rome d a n k  f  o n c e  . T h e  a c c i d e n t .  c a n  g i v e  o n  1 y
a s u p e r f i c i a l  g l i m p s e  o f  t h e  d e p t h  o f  d a r k n e s s  t h e  c h a r a c t e r s
s e n s e .  H y d e ' s  e s s e n c e  d o e s  n o t  c h a n g e .  o n l y  t h e  w a y  h ow  h e
e x p l o i  t s  i t  c h a n g e s .
E v e n  t h e  s e e m i n g l y  u n a m b i g u o u s ;  e v i d e n t l y  p o s i t i v e  f i g u r e  o f  
U t t e r s o n  h a s  s o m e  t r a i t s  w h i c h  o p e n  t h e  w a y  t o  n e g a t i v e  
r e r e a d i n g .  T h i s  l a t e n t  a m b i g u i t y  h a s  i t s  o r i g i n  i n  t h e  r e a l i s t i c  
c h a r a c t e r  i s a t  i o n . a n d  p * a r t l y  i t  i s  c r e a t e d  b y  a m o d e r n  
r e - e v a l u a t i o n  o f  U t t e r s o n * s  c h a r a c t e r .
U t t e r s o n  i s  n o  m y t h i c  h e r o ;  h e  i s  a  r e a l - 1 i f e  c h a r a c t e r  w i t h  
h i s  own 1 i t  t i e  h u m a n  f a u l t s  a s  t h e  c o n v e n t i o n s  o f  r e a l  i s m  d e m a n d .  
I n  s om e  r e s p e c t s  h i s  c h a r a c t e r i s t i c s  a h  t h e  b e g i n n i n g  o f  t h e  
n a r r a t i v e  a n t i c i p a t e s  J e k y l l ' s  a f f a i r .
He i s  d e s c r  i b e d  a s  ’ c o l d ’ . ’ d r e a r y ’ . y e t  ’ l o v e a b l e ’ . " H e  w a s
a u s t e r e  w i t h  h i m s e l f ;  d r a n k  g i n  w h e n  h e  w a s  a l o n e .  t o  w o r t  i f  y  
a t a s t e  f  o  r  v  i n t  a g e s ; " — ^
A l m o s t ,  a s  i f  h e  w e r e  k i l l  i n g  h i s  p l e a s u r e s  b e c a u s e  h e  w a s  
a f r a i d  o f  g i v i n g  a  c h a n c e  t o  h i s  own H y d e  d e e p  i n s i d e ;  a l l  t h e  
m o r e  s i n c e  h e  f e e l s  at,  t r a c t i o n  t o  t h i s  d a r k  s i d e . '
" B u t  h e  h a d  a n  a p p r o v e d  t o l e r a n c e  f o r  o t h e r s ;  s o m e t i m e s  
w o n d e r i n g ,  a l m o s t  w i t h  a n  e n v y .  a t  t h e  h i g h  p r e s s u r e  o f  
s p i r i t s  i n v o l v e d  i n  t h e i r  m i s d e e d s ; " 3 2
He c a n  b e  s e e n  a s  J e k y l  1 b e f o r e  t h e  me t a m o r p * h o s  i s . o n l y  v i  hh  
a t i g h t e r  c o n t r o l  o v e r  h i s  e m o t i o n a l  a n d  d a n g e r o u s  s e l f .  He  i s
t h e  o n e  who d o e s  no t ,  1 i s h e n  t o  m o v i n g  p l e a s  o f  t h e  d e s p e r a t e  H y d e
( a n y w a y .  w h y  s h o u l d  h e  w h e n  h e  s u s p e c t s  H y d e  o f  m u r d e r i n g
J e k y l 1 ! )  F o r  M a s s e y .  U t t e r s o n  i s  t h e  o n e  w ho  h a s  t o  l e a r n
a 1 e s s o n .
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" U t t e r s o n  i s  H y d e ' s  t r u e  d o u b l e ;  J e k y l 1 m e r e l y  m e d i a t e s
b e t w e e n  t h e  t w o . . . U t t e r s o n  i s  t h e  t r a g i c  c h a r a c t e r  i n  J n k y l 1 
a n d  Hydn', i t  i s  h e  w ho  i s  c a l l e d  u p o n  t o  f i n d  h i s  w a y  t o
r e c o n c  i 1 i a t i o n  w i t h  H y d e  ( n o t  v i c e  v e r s a )  . . . H i s  i s  - f i n a l l y
s h o w n  t o  h a v e  b e e n  t h e  u n  j  u s t  i f  i a b  1 e  p o s i t ,  i o n .  . " 3 9
The q u e stion is ; however, w h e t h e r  U t t e r s o n  needs a n y  lesson 
at,  a l l .
As a l a w y e r ,  h e  must,  b e  we 1 1 a w a r e  o f  t h e  d a r k  s i d e  o f  h u m a n  
n a t u r e .  He  i s  u n d o u b t e d l y  a d e c e n t ,  t o l e r a n t  m an .  " i n  a n y  
e x t r e m i t y  i n c l  i n e d  t o  h e l p  r a t h e r  t h a n  t o  r e p r o v e .  ’ I  i n c l  i n e  t o  
C a i n '  s  h e r e s y ,  ' h e  u s e d  t o  s a y  q u a i n t l y :  ' J l e t  my b r o t h e r  g o  t o
t h e  D e v i  1 i n  h i s  ow n  w a y .
He i s  t h e  t y p e  t h a t  i s  n o t  i n  d a n g e r  o f  m e t a m o r p h o s i s .  
U t t e r s o n  d o e s  n o t  a s p i r e  t o  r i s e  t o  a n y  k i n d  o f  s o c i a l  s a i n t h o o d .  
H e k e e p s  h i s  own  H y d e  c h a i n e d .  H e  d o e s  n o t  c o l l a p s e  i n t o  
m e t a m o r p h o s i  s  b e c a u s e  h e  i s  a b l e  t o  f i n d  w a y s  o f  s u b l i m a t i o n  a n d  
c o m p e n s a  t  i o n : h e  s e e k s  t h e  c o m p a n y  o f  h i s  f r i e n d  E n f i e l d  b e c a u s e
h e  i s  d i f f e r e n t ;  h e  d o e s  no t ,  a v o i d  ' d o w n - g o i n g  men* 41 a n d  p r o v e s
h e l p f u l  t o  t h e m :  h e  k e e p s  o f f e r i n g  h i s  h e l p  t o  J e k y l  1 , a s  a f o r m
o f  si  jb 1 i mat. i o n  a n d  o n m p e n s a  t  i o n  , h e  g o e s  f o r  l o n g  v a  1 k s , w h i c h  
J e k y l 1 d o e s  n o t .  J e k y l 1 i s o l a t e s  h i m s e l f  i n  a  c l o s e d  s p a c e  o f  h i s  
h o u s e  a n d  h i s  m i n d  ( h i s  h o u s e  w a s  c o m p a r e d  t o  a h e a d ) . 4 2
I n  p j u t t i n g  a d i f f e r e n t  f o c u s  o n  t h e  c h a r a c t e r  t r a  i t ,s we c a n  
m a k e  H y d e  a p p e a r  a s  a v i c t i m  a n d  a p e r s o n  w h i c h  i s  r a t h e r  
u n i n h i b i t e d  t h a n  e v i 1 ,  a n d  U t t e r s o n  m a y  com e  o u t  a s  a s u p p r e s s i v e  
c h  a r a o t e r
T o  s u g g e s t  t h i s  m e a n s  t o  g o  b e y o n d  t h e  e p  i s te m .o  1 o g y  o f  t h e  
t e x t . T h e  h o r r o r  e f f e c t  o f  t h e  s t o r y  i s  i n  t h e  s u b c o n s c i  o u s  f e a r  
t h a t  t h e r e  i s  a n  u n k n o w n  d e p t h  i n  man o f  w h i c h  we c a n  g e t  o n l y  
g l i m p s e s ,  t h a t  e v e n  t h e  w o r s t  c r i m e  i s  n o t  h o r r i b l e  e n o u g h  w i t h  
t h i s  u n i m a g i n a b l e  a n d  u n c o m m o n i c a b 1 e O t h e r n e s s ,  w h i c h  m a y  
e x t i n g u i s h  t h e  d i v i n e  s p a r k  i n  u s . T h i s  k i n d  o f  h o r r o r  b e c o m e s
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a new R i i h i e c i  o f  f a n t a s t i c  a n d  h o r r o r  1 i t e r a t u r f i  o f  w r i t e r s  s u c h  
a s  M a e h e n ,  M o r r i s ,  L o v e c r a f t .  a n d  o v e n  p a r t i a l  l y  i n  B u c h a n .
T h e  me t a i o r p h  i c a  1 f a l l  h a s  b e c o m e  a f a s c i n a t i o n  a n d  o f f e r s  
new  t h r i l l s .  T t  m e a n s ,  h o w e v e r .  l e s s  s o p h i s t i c a t i o n  a n d  l e s s  
p s y c h o 1 o g i c a 1 r e a l  i s m ,  w h i c h  w a s  c h a r a c t e r i s t i c  o f  t h e  R u s s i a n  
a n d  G e r m a n  f a n t a s t i c  l i t e r a t u r e ,  a n d  i t  s h i f t s  s u c h  a l i t e r a t u r e  
t o  t h e  1 i t e r a r y  p e r i p h e r y .  S t e v e n s o n  h a d  a l s o  b e e n  p u s h e d  t h e r e  
e v e n  t h o u g h  h i s  m e t a f f i o r p h o s i s  d o e s  n o t  a i m  t o  r a i s e  o n l y  
s e n s a t i o n s  b u t  d r a w s  a t t e n t i o n  t o  i m p o r t a n t  i s s u e s  o f  h u m a n  
d u a l i t y ,  w i t h  a  s u g g e s t i o n  o f  p l u r a l i t y  i n  t h e  m i n d .  T t  r e p e a t s  
t h e  a n c i e n t ,  t h e m e  t h a t  t h e  d e s i r e  f o r  p e r f e c t i o n  a n d  s o c i a l  o r  
m o r a 1 r i s e  l e a d s  t o  t e r r i b l e  f a l l s  b e c a u s e  t h e  h e r o  b e c o m e s
o n e - s i d e d :  M a s t e r  M i c h a e l  e l i m i n a t e d  t h e  g o o d  b e c a u s e  he  t h o u g h t
o n l y  t h e  e v i l  p o w e r s  c o u l d  p r o v i d e  w h a t  he  h a d  d e s i r e d ;  R o b e r t ,  
c a m e  t o  b e l i e v e  t h a t  h e  c o u l d  n o t  d o  w r o n g  a n d  d i d  n o t  n o t i c e  
t h a t ,  h e  w a s  f a l l i n g ,  d e l u d e d  b y  me t a  m o r p h  i c a  1 d i s g u i s e s  a n d
t r i c k s  o f  t h e  D e v i  1 ,* J e k y l  1 w a n t e d  t o  s o l  i t  h i m s e l  f  b y
m e t a m o r p h o s  i s t  i n  o r d e r  t o  e x p e r i e n c e  b o t h  t h e  r i s e  a n d  f a l l  .
T h e  s c i e n t i f i c ,  sem i - n a  t . u r a  1 m e t a m o r p h o s i s  h a s  p r o d u c e d  
a m o n s t e r .  J e k y l 1 w a n t e d  t o  s o a r  h i g h  i n  t h e  p u r e  s k y  a s  w e l l  a s  
e x p l o i t ,  t h e  p r o s p e c t s  o f  t h e  f a  1 1 . M e t a m o r p h o s  i s  s e r v e s  a s
a v e h i  c l e  t h a t  f  a i 1 s  h i m .  T h i s  i s  a n ew  r o l e  o f  m e t a m o r p h o s i  s
wh i c h  h a s  b e e n  s o  f a r  u s e d  a s  a d e v i c e  o f  d i s g u i s e  o r  p u n i s h m e n t ,  
e v e n t u a l l y  a n  e s c a p e .  M e t a m o r p h o s  i s  o n  a s y m b o l i c  l e v e l  e x p r e s s e s  
t w o  m o r a 1 f a i l a o i e s :  t h a t  o n e  c a n  e s c a p e  t h e  d u a l i t y  a n d
c o n s c i e n c e  b y  a  f a l l  i n t o  v i c e ,  o r  b y  c u t t i n g  h i m s e l f  f r o m  t h e  
d a r k n e s s  i n  man a n d  a b a n d o n  i n g  t h e  e t e r n a l  s t r u g g l e  i n  t h e  s o u l
b e t w e e n  t h e  l o w  a n d  t h e  h i g h ,  b e t w e e n  e v i l  a n d  g o o d ,  b e t w e e n  t h e  
i n s  t, i n c  1,s  a n d  r e  a s o n  .
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GhO V-O q Mrl fTT>On a 1 (1
PHAKTAFJTKS and T.TT.TTH
For1 Gpnrop MaoDona 1 d roat,amor,phof:? i r bp^nifipR not, on 1 y an i maty a
of the Fai 1 . but, PRRpnt, i a ] ly an i mana of t,ba rtROPnl. and :ap i o i hi la 1
i. a n r n p n d .
I want, t,o f ooiip on hba bvo "i-i i nr spi r i iio 1 fan fas? a a .
P.ha n f, a 5? f, p f5? ( 1 RbR ) and 7, / 7 it 7? ' 1 R9ci1 . baoaufaa t.hpv stanrl a fa
a i m 1 one cnnt,r'flst, ho hba vprs i ons of t,hp fai 1 . as? f onnd in
-Far?! nahi o 1 i t-R oa h una . Thn t,un f pptas i ass ana U i hnahad i n hba piaop
of h-ha 'MfvP i 1 01153 (fr'-oal od bn,' ’ iw^ginflt.inn'
Tha t,wo wor-bo a 1 on fv-ama hhn t. i ma japan of i.la a?it.bon' o vor»V.
p h, ,-n ?-• f .w cj f. & a vor-o w o i },},pn at, hba war-y boo'inn inn of MaoT>ona 1 d' o
!. 7 - f-.arpwr-, yh i 1 a 7, > 1 i 17v nan bp non^ s i Hprpii ps b i *s 1 i l.prpfv
I a a? ha m n I. b^oanoa i !. jo l.bp 1 a o h uci r'V ha pub! i abpd
F.ohh h npflp i,/oy-ko sshoi 11 d bo p 1 a tfpd in h-ha non i.pvf, of
ovnb--■. 1 i -srn a rioyprf 111 mil hur-al ssbr-aalTs of i,hp pnd of hba cpntiif-y
wb i oh has npvpr* oaafaad t.o i nspi rp art, i fshss of a 1 1 per i ods?. A«? ‘.rup
wonb.=? of svffihn] i f=fm. Ph^ tnf.ri.cf.fz*? npens hba qirpsf. ion1? of f,bp
no tat i onfab i r> hat.veen arf, an«l 1 i fe, wb i 1 p 7, ? 7 i f. evpl ores Hrsarft
a n 1 v ■ o a lit.. v . n a y> gi ng t. ba Til i n t,o on a
At, t, b a o nbrp of hba fant,asi p p is a sytsbo 1 ic rna ha ntnrpbos i <=?
o f nun an onnsci onsnpse . The nsrrat, i vae t, aba ups on a my t,b i n
“i n i ; na s.- uh i oh abr iiil d t.vansf or'-rn bohh hba hpro and l.bp rearlpr Tn
f a of. t-ba who 1 a ohor'-v nan he t.aban a f=? a process of rnpt.awnrpho.s i <=j
T n bot.-b f a n t, a a i a a; T will a>:pl ore hbn cn 1 a of Bipt.affiorrjbosi a 
in t hrpe f. bama h i o ro'riiius! Up t,a mon pbna i a a a a door. a r a fall. and
a a a n ot~-gan i o . sni ri l.na 1 cjr ■ow 1 ■ b .
Jf in Hon rr rripl.afiorobnsis wa«^  penera 1 1 v a fflannan of d i Ran i sp
1 OH
a n d  n p c p p f . i o n .  a n d  R e r v p f i  as? a moans; o f  p u n  i sshmenh, n>nv i ncr f  y-om
t .h e  R y f  .h i a  s p a r s  o f  f  o  1 V 1 e g e n H  a n d  h a  1 l a d  i n t n  t h e  s?pa o p  o f  l , h e
f s n t a s t  i c i  i n  S f . e v e n s n n  i f -  h e o a K ie  a s?yinbo 1 i <*; e x p r e s s  i o n  o f
a h a  *=s 1 r e  1 y  mona 1 o o n f  ] i o h  a n d  l a d  ho  t ,hn mor-a 1 f a ]  1 i n h o  ) ,he  day-V
0 h a  ocj o f  H y d e  . Wha h F J h e w n s o n  o f f e r s  is? a v  is? i o n  o f  a n  e h e y - n a ]  
s h r u g g  1 e  v i  h h  our-  own  Hydes? i n s i d e  o f  e a c h  o f  i.is. h i d ,  w i t h o u t ,  t h e  
e e n s p  o f  a m e h a p h y s i  c a  1 y e d e m p h  i tan .
Th e W a  I, i c a  1 1 y  R f a y e n s o n  ’ s? ha  1 e i s  a n e o -  Ca I v i n  i s?t, v e r s  i o n  
o f  n a n ’ s  f a l l  wh i o h  o a n  h e  h n a o e d  h e c k  h o  m e d i e v a l  a l l  e rror '  i o a  1 
d i s in  if.es? h e  t w e e n  e o n !  a n d  h o d y  n r e s e n  h i ncr h u m a n  m i n d  as? 
a hat.T.. ] p - 7 n n p .  A n y  a h t- e  w p  t, a h  a n  e s c a p e  1 p a d s  t ,o d  e a t, h  n r  a f a i  ] 
i n t  o h h e  h e !  1 o n n e .  s i  t . - i ial .pi l  w i t h i n  h h e  m i n d .
” a d l o n a  I d .  o n  h h e  o h  h e r  b a n d  u s e s  mehamoophos? i i n  I m h h  
ways?; h h e  f a  I t s? f  i na  ] ] y  1 e a d  h o  t .h e  h r e n s c e n i i  i nrj  me },a n n r p h n s  i .
1 n'. 'n ] v  i n u  a s p  i i 1 i hi ia 1 r e b  i n t  h
:hia?finrDhnsi s s'es-was a*s a rinnr . Tnece i s a f  nndaliftenha 1 
d i f f ev-w. nr-p not, on 1 y i n what, i t, opens; hid, f  i net. of all how i t.
o n e n c-; hhe door- in hhe won Vo i mder* one d j scnss i o n
I n  H n g g '  o fllyhh i o s p a ce . mehaniorpbns! «=? i *=; e s s e n t  i a 1 ]y
"Dev i d s  t eohn i qiie of r’ecepi. i on and man i pi 11 ah i on . or a ssymho 1 i <-;
nnoo^ic-c? of a fai 1 of t.he cherart.er <’ Rohert, * «s f  1 i g h h  on hhe y i n g s
of nride svffihnl i ce 1 ly ends in t.he net, of del csi nns ansi 1 i p s .
han?j i n n  i ios>i de rlown 1 i Vce a hi e c k  f 1 y  nr a hi aoV hat, . The drinrs of
hi s syfnhn 1 i a me t,a monphoss i s; o p e n  t.o he! ] on madness;
M p t, a m o r p h o s  i s  in R t e v e n s o n  ’ s  «spaoe o f  the iins-anny 
ext erne I ises t.he o p e n  i na o f  t.he daoV- oh am hen in hhe human mind
a n d  h h e  ye leas inn o f  t h e  s?i i p p r e s s e d  a 53 peed,  5? o f  hhe e e l  f . in o h  hem
1 OH
hhe s h a d o w . The shnry. h o v e v e y . f o o u s e s  yet,hey on hhe
ices of hhe friehamoyph i c a  1 ye lease. hhan on hhe f a o hoys
vh i cb led ho i h even hhough hhe m e h a m o y p h o s  i s yeffia ins t.he
irt.ora 1 f ociis and all hhe mot.ifs and i macres aye 1 i nkpH ho i h .
MaoDona 1 d* s mehatftoyphoses ma y  also o p e n  t.he d e n y  of m a d n e s s .
dayk:nes?=3. a n d  o h a o s . a n d  hr i ncr ahoi ih a h p a o n y a y y  fai 1 : hut, in
h h e  i y  f i na 1 effeoh h h e y  p y o d n o e  h y a n s o e n d e n o e  a n d  s i a n  i f v  h h e
s \-j i y i t.ua 1 y j se Apart, fyni/i si ihs i d i a y v  mehamoy-DhoseR 1 i n V e d  vi hh
syttihn 1 in c o n t e n t s  of m i n d .  w e  wi t.ress a slow p y o o e s s  of
a s y m b o l  in t,ya nsf oyfna h i on o f  h h e  hey o' s o o n s o  i onsness, a s  hhe
hey.'"! f o 1 l o w s  hhe t,y i st,s of foyt.nre o n  h i s  Tftyhhin i o u n n e y  f o v
’ r erreneya t, i on 1 . i f  T wav h n r r n u  t.he hey-m f yom Tioi.icrl as G i f f oyd ’ s
M e t, a ?! oy pho s i s i n Ph.sn?. ashes opens a who 1 e ffja g i n won! d . Fa i y v
ha nd . As we sba 7 1 see. me ha isornhos i s is peyfoymed hy hhe sheer'
L.-oi,/e>- o f i magi na t. i on and he nones a svitibol i n enact, men h of ayh i sh i n 
f-vea f | on . Such a genes i s i s vey v d i f f eyenh f yoffi t.he 
n *- i J h"isn i enh i f i n tiyes-anha f, i on of W e t. a W o y ohns is in Jpkv/ J ar?d f/vvde : 
hhe ye hhe mehamoyphos i s is desoy i bed as a ohem i oa 1 pvasy i ffipnt, and
n a n  he i n tpyrirp t.ed as a symbol i n i marge of a yea 1-1 i f e fjsvoh i o
ffi e  o h a  n  j sro
I  n f, i 7 i t h . h h e  Wa i n p r n h p g o n  i  st,  . a y n i j n g  a>- i s t . o n y a  t. 
H r  V a n e .  e n h e y s  h h e  o h  h e y  y e a  1 i t ,y  h b r o n g h  a mag- i n  n b i p c t ,  . h h e  
m i ?-> o y  T h  i s  f  a v m  i y i h e  V i  c h o r  i a n  d e  v  i n e  i s  no t ,  h h e  o n l  y  u ^ v  o f
e n t, e y  i n g  h h e  o h  h e y  v o y  1 d i n  h h e  n o v e l  . T,a h e y  o n  a n y h h  i n g  n a n
s e y  ' ? a s  a d o o r  . T h e  Mr  g  i c  y e a  1 i h y  i s  . ? n f  a n t ,  . o n m m v i  rm f, h e
s am e  s p a c e .  a n d  t .h e  u n v e  i 1 i n g  i s  o n  1 y  a mat,  h e y  o f  i m a g i n e ! ,  i v e
e y e i n g "  a s  f  n r  p v a f f lp l  e  t .he  s o e n e  i n  v h  i o h  N r  R a v e n  h e  1 I s  V a n e  
t ,ha h " t  h a h  h y e e  s h a n d s  o n  t .h e  h e a y h h  o f  y o u y  V i h o h e n  M ^
Pba.n.t, a s h e s  e f f lp h a s  i s e s  h h e  d i f  f  p r p n h .  d y e a  m - 1 i h e  h e x h u y e  o f
] 1 0
ra t >--y hand and of hen tends ho h] ur the nnh i on of yea 1 ity and 
f ant, a sy. as seen in hhe uncanny scenes when the magic of Fa i ry
I,and seems ho be ya ther an i 1 Ins ion than a cold fact, . On t.he
of.hen hand. J, j 7 / th draws a sharp 1 i ne bet,ween hhe yea 1 i hy and 
fan hass. but, final ly ma Ves t.he rea 1 i hy seem less real than hhe 
fHntasy world, hhus snbvprt, i ng hhe na t.egor i es .
The me ha morph i na 1 or eat, i on i nvo 1 vpr severa1 element,s’ hhe 
mood t.he fa 1 ry- Muse ( person i f i nah i on of T mag i na h i on as a power
of hransf orma t. i ve vision) and he poet,. The proper mood invites
hh-~ Muse whose magi n performs hhe me ha moyphos i s of t.he r-eal vor 1 d 
j n h o a wort d of a hi gher order i n f,o t.he space of i mag i na t. i on . i n
yh i ch the Kivhh i c Q u e s t ,  for- spiritual t ran.sf orma h i on can ha Ve 
r>1 a o e and of yti i ch t.he cost, cj i ves a p o e t .  i c account, The space of 
F a  i r-v T.aTjd . he i nc the scare of i magi nah i on is t.he space of t.he
n i nd .and t.he events t,o a cryea her or 1 peser extent, correspond ho
m e ri f a 1 or cresses of hhe se 1 f
The oroner mood ypani res of hhe and.hear- ho pay a careful 
attention ho the osyebo 1 ng i ca 1 treatment, of narrative si tie t. i nns.
in order l,o carry out, con’-? i nn i ng 1 y t.he magic act, of 
me t. amo»yphosis.
There is a n u m b e r  of we 1 1 - chosen i m a g e s  wh i c h  i n h r o d n c p  t.he
moment, of t he e n c o u n t e r  vit.h t.he magic v o r  1 d . The most,
c i an i f i cant, v o u  1 d b e  the images of a Vey. a d a r V  chamber with
a ’ b lac V' box’ " w e b  of a story" " f oss i 1 . . charred by passion and
oet.r i f i ed bv hears" . ~ T h e y  all i mpl y the not, i o n  of a s e c r e t ,
and of a discovery of something hidden
On his t,vent,v- f i rsh hirhhdav the narraf.or Anodos is gi ve>n
t.he Veys [,o his father’ s study. which has heen Inched since his
death. In order ho T>enehra he i nt.o t.he heart, of t.he mvsherv of
1 1 1
t h e  h i  a c k  h o x ’ o f  b i s  f a t h e r ’ s  p r i v a t e  1 i fp. A n o d o s  h a s  l,n 1 i f  I, 
number -  n f  v e  i I s .  T n s i d e  t h e  1 c o k e d  r o o m  t h e r e  i s  a l o c k e d  o a k  
ah i net ,  . i n s i d e  t h e  c a b i n e t ,  a 1 i ft. I s  c u p l i o a r d .  a n d  b e h i n d  i t ,  
s  scret, s p a c e  vh t ch h i d e s  t .he  h e a r t ,  o f  the s e c r e t , ,  a s  the
"Bu t ,  t .h e  d o o r  o f  a 1 i f f l e  c u p b o a r d  i n  t .h e  c e n t , r e  e s p e c i a l  1 y  
at,  t r a c t ,  e d  my i n t e r e s t .  a s  i f  t .he  r e  l a y  t .h e  s e c r e t ,  o f  t h i s  
Innn-h i d d e n  w o r l d .  T t ,s  k e v  T f o u n d .  "
Tie f i nds' there "a 1 i ft 1 e h eap of vi t-hered rose - 1 eaves" and
“;a 1 1 pa eke t of paners" . There i s not-hi ng e 1 se there T t, is 
v hen he lea n s h a c V in his c h a i r . and rpg a r d s t, h e s e t h i ngs
a moment, and al lows his i roau i na t i on t.o 1 i crht ur> t.ha t t.he Muse
" when sudden 1 v t, he re stood on the thresho 1 rl o f t.he 1 i ft.1 e 
c h a m b e r  as though she had gust- emerged from i t.s depth, 
a f, i n v woman f or m as opr-f ecf, i n sha pp as i f she bar* been
f-, sma 1 1 flr-pek s t a t uette roused t.o 1 i fp and r;ot. i on ,w-
Th i s scene i nnen i oust v i n trod? ices t.hroi igh t.he three sytfihn 1 i c 
ob'i e c t. s f.he i moortanf the TH at. l c issues of t.he narrat i ve •'
rose- 1 eaves refer to nature- papers to 1 ? ferature-' t.he act, of
me tamo m h o s  i s of the statue j nt,o a 1 i ve te i ng may be taken as
a svmiboi 1 i c expression of t.he act. of true ere a tion, which dries not, 
produce Head i mm oh i 1 e forms of the fancy but, life as a process 
of i man i na f i on . In fact,, all the three objects are related to 
orsaf i ve V P  i t, i n cr : 1 edWPS of nature i mp] y t.he Brio k of Mat,] ire i n
wh i oh t.he poet, reads-' 1 eaves of paper i Yiip 1 y i t.s transl at, i on i nf o
the h 11 Vfi a n 1 a n g ? i a g e
The concept, of the world as a book point, s t.o the med i eva 1
c o n c e of, of the vor 1 d. as Robb cl a i ms . ® The true poet, i s mere 1 y
1 1 2
reader nf the Honk of Nature and there i s nnthi ng new vhat be 
n reveal . The process of creation. 1 ike in PI a to, is a process
recollection and evocation.
" Ts not, t.he Poet, t.he Paper. a 1 ess sili t,nh 1 e name for hi m
than Tr,owere. the Finder'?. . The bringing f  nr th into sight, 
of the things that, are invisible [ isl t.he end of all Art, and
e Ve ry art."®
But, it is the third element, in the onphrard that brings the 
dead rose - 1 eaves of t.he Book of Batura to 1 i f  e and gives t.he
narrator symbol i c material t.o bring if forth info sight, and t.o
put, i f down on paper . B i gn i f i can 1 1 y the fa i ry comes. as she says 
t.o An oid os evoked by his wish t.o enter Fa i ry lanH-7 . the space of 
ere a f  i ve |  fnarr i na t, i on . i n vh ?  ch the poe f ,  can f  i nd a st.ory and
y.- nbey-- f  ree 1 v and orov nnt i 1 he i s r i  r>e f  or the f  i n a  1
met.amorphosi s
Tn this sense eve n the narra t ive form has a symbol ic ro1e o f
be i rig a me fa ohor f or the oreaf i ve process vh i ch Rpr i ngs Old, f roi:l 
i m a v i n a t • i o> n . t.he t-ransf or mat. i ve ona 1 ity of seeing which invites 
o b j e c t s  of nature t.o reveal the i r true, bidden essence
P o h h  h a s  m a r i e  a  s t r o n g  c a  s e  o u t ,  o  f  t h e  r o d e  o f  m e m o r y  i n
M n c B n n a  1 d  ’ S  w o r k s  ' f e f f i n r v  i  s  t . h e  m  i  r  r o i r  i  n  v h  i  c h  F  n s f f i o ,
a  c h a r a c t e r  f  m m  t . h e  t a l e  A n o d o s  r e a r !  i n  t . h e  r * a  1 a c e  c a n  s e e  t . h e
r e a  1 i t v  a s  m o r e  h e a  u t  i  f i l l  a n d  m e a n i n g f u l  " A l l  m i r r o r s  a r e  m a g i c
ft. i r r o r s  T h * ^  c o m m o n f i s i ,  r o i o i i T i  i s  a  r o i o i i T j  i  n  a  p o e m  w h e n  T  t u r n  t  o  
t h e  g l a s s . " 2
But. vha t. t.he narra tor has d one so far is only f, he f irst, st.ep
in t.he act, of m e a t  i on : he opened t.he door of his unconsc i m  is
and in the right sort, of mood. full of expect i  ons, evoked his
Muse And t.he Muse gave him a -gl impose nf the magi c space of Fa i ry
hand hy i nvi h i no h i m t.o 1 ook i ni,o her eves •
t 1 2
"They fit led me w i t h an unknown longing. T r e m e m b e r e d  
s o m ehow that my mother died when T was a b a b y  T looked 
deeper and deeper, hill the y  s p r e a d  aroimd m e  1 i k e  seas, and 
T s a n k  i n t.he i r wat e r s  . "P
The image of diving into hhe sea as we 1 1 as the image of t.he
s t, a t, 11 e coming a 1 i ve become the key mot. i fs in hhe shory; the v are
a the mat, i c link f or hh is pp i sod i o narra t, i ve .
As Anodos si owl y wakes up i nt,n real ity. watching t.he sea. 
now "st 1 1 1 as dea hh and hoary in hhe moon" . change into "a low
hog hi r m  i shed hy the moon" , he expresses exp] ioi t, 1 y his desire
f or- t he sea of Fa i ry T.and :
" Bur-el \> f.here i s such a sea some where * "
And. "A ] ov sweet, vo i ce beside me repd ied - " Tn Fa i ry T.and.
I 1 IM J )•!::. : S . - -
Thus his si ihsec? jen f. wander i ncr about. Fa i ry T.and has a wo a 1
even t.hough tie does not seem f,n be aware o f it,: i t, i s t.he search
for the sea and the transformaf i ye oower i t, oan eyerni se oi/pr 
h i ft The f i rst. pa r t, of h i s wa nder-' i ngs reaches i t.s symbol i o cl i max
when A. n rid os f i nds a rest, f rom t.he Bhadow i n t.he Fa i ry Pa 1 ace
There he d i sr-overs a pood yh i ch ctianges i n to a magi c sea . The
f i rst part. of his journey ends " on the shore of a wintry
s e a . . Tt was hare. a nd waste. and crray" . ref erred to as " the
11.»m h 1 i ng chaos" t 3 There tia?/ing lost, his White T.ady again and
has? i no 1 eft, the Fa i ry Pa 1 ace Anodos resol ves fo end hi s despa i r 
hy ’. brow i ncr hi mse If i n to t.he sea
In both cases the bath in the sea operates as a oleansinu
r - f mr 1 and hi- i nos about hi s reb i rth as a maoi c met.a momhos < s o f
t.he w i n try sea i nt,o a sea of "warm southern night I I 4 | 53, r, ■) ^  ^
Thus a 1 rea dy in the f i rst encoun ter with the magic of Fa i rv
T a b  the archetype 1 pattern of a myth i c journey is hinted at T t,
is. hoye vey- a y e r y unconvenf. i ona 1 ioi.mney because Anodos is
1 1 *1
iiri.^ w^ rp nf any aim and h i R vanHnni ng lacks t,ho nvpd. character' of
a qupsi . FIvph l.bp spacch fnr t.bo Vh i t,o Lady fj ir-ns nut, t,o Ion nn 1 v 
orip sf.agp on h i r ’ pi 1 gri ra' r pmnguoRR’
Fvpn 1, hough it, might, sf;Ri:i tbai. AnrdoR i r loft, nn bis own.
ho h^s a I so boon gi vnn a symbol i c load in t,Lo Rpcnnd oh^oipv’ • i t.
is l,Lo piagi c fs t, y-o? a m bo saw flowing f now his vash hasi n in bis;
not a  tfi in y- t o  1 ! o  ro o d bod n  o o TO
The P n t o y i n g
If I. b o  f i urI, s t e p  i n w a r d s  t, h o  act, o f  or-oat, ion o o m p n  i ssod t, b o
y- i gbt, k i n d  o f  m o o d  i n whi c b  t, b o  m a g  i a o f  i n a g i  n a i  i n n  i rs H w n k p r ! .
p p n s n n  i f i o d  b y  t,bo f a i r y : t,ho s p c o n d  ot,op i n v o l w o d
a rtj p 1 ..a Wricij] ins i R v h  i n b  has nupriPit a 1 f; n r~ t.o■ t.bo s n a c p  o f
i >T) a v i na t, ■ fin T b o  t.b j n d  sst.o o i n t.o pnt.pr t,ho ccpal, i o n
T n  P.'?,ar?f a  .*=>#, o r  t.bo e n t . r a n c p  i s  a  r s p t . a s n p h n s  i r  o f  t,bo b o d  m a o  m
i n ■, i a a  magi.-: l a n d R n a . p o .  a n d  t.bo “;o t.o m o o - p h o R  i R  i 05 a n h  » p v p H  Vi v  t.Vio
n n v p y  o  f i ffl a  g  i n  a  t, i o n  T n  A,/ A / /, h , t.bo f i y-^t, o n t . n a n n o  i r  i h c n i  icrb
a fn i c K - n n  a  f a v n u n  i t.o b o o n  t.o n t . b p r  u n r l  d s  i n  V  i ct, ny’ i a n  f i ot. i o n
bi d. 1 a t . o n  o n  t t, n a n  b o  n p y t . h  i n g  a n d  i t. n a n  b a p p o n  a n y i ,  i Rio ' i n  o n o
s c p c p  V a n o  t,a 1 k s  t,o N n  F ? a v o n  i n  t,bo g a r d p n  a n d  s u d d e n  1 v  f i n d s  
h  i fnsp 1 f i n  t.bo o i b p r  y o r - l d  -5 A n o t . h o r *  t, i m o  b o  n l  i m b s ;  a  hiicro t . n o o
g r e w  i n g  i n  t,b o p a  1 a  n o  o f  T, i 1 i t.b a net v ^ k p s  u p  b a n k  at, h o m o  * 6
Lot, us? n o w  o x a m  i n o  n  ] o s p  1 y  t. b o  m o t . a m o n p L o R  i r  o f  A n o r i n s ’ <3
todronffl b o o a u R O  it, is a y n n d p c f u l  fiftRnnRirat, i o n  o f  t,bo
m o  t, a Tit o r p h  i oa 1 p o v p c  o f  T m a g  i nat, i o n
V h  i 1 o  A n o d  oss j ss c p c r i l  1 oot, i n g  t,ho m i  n a o u l  o u r  p v p h I r  o f  t,bo
n  i gbt, . t u n i  n  g  b i . R  m  i nd n n c o n s c  i n n s  1 y  t.o t.bo n  j gbt, rnacrir. w a v o .  b o
h p r n i T i P s  R u d d o n  1 '/ a w a  n o  o f  *.-bo m o  t . a m o n o b o R  i 0  v b i  c~. L  ha.R t , a k o n  n l  a o o
1 b
i n h i s r-nnm . And r i gn i f i c^ nt, 1 y . ihp f i rsl pprcepi i on i s ” t.bo
Round of runn i ncr vai,pr" .
" 1 n o k  i n o  c.iid, o f  bod. T s a w  t, b n t, a 1 a r g p  g r p p n  ?nsrb]p
b  a s in. . . w p r  n v p r f  1 n v  i n g  1 i k p  a s p r  i n g ; a n d  t.bat, a strpain o f  
n l o a y  w a t e r  w a s  r u n n i  n g  o v e r  t.bo c?a upot,. alt t.bo 1 ongt.-b o f  
the rooffi} f i n d i n g  i t,.s o n  lot, T k n p y  not, w b o n o . A n d  s t . m n g p r
F?t, i 1 1 , w h e r e  thi s oa rppt, v b  i o h  T b a d  ffiyse 1 f rlpsi g n a t e d  l.n
i fn i t, a  t, o a f i e l  d o f  g r a s s  a n d  d a  i r  i o r  seeised t,n w a v e  i n
a f, i n v  br-ooRo that. fol In u p H  f.bo wa ter' r  flow. . "
Na oDona 1 d ’ R KietsiSorphnq i <=? baR i t.R roots in the syfflbn 1 i o 
rcpr-pcpntpii on of t.bo rea 1 vor 1 d . Anodos' r  rooff! i’r  an i m i tat i on 
of na ture . T t, i s an art i f joint human spans of nbjents wh i c;h are 
in fard, monR reprosentat, i on f=> of nature' f r.r- exaffipl o t.bo carppt ir 
t,n pyntp oat, urnl cmoRR. Tn one sense. t.bo bidfian bah i fa t. baR 
horpTDP * fai se ’ . art i f i of i a 1 T t, i s not, t.bo no a 1 Matt «no of the 
Poir.an 1. i r-.R wh i oh speaVs f.hrnngb svmbn 1 r and no voa 1 r God * r gt r:ry 
rVn■ ' tmma n ,.■ -cr- caf rporpspntai i on.R (~if 1 rp.s 1 t.hi o^ tr baR t.o* bo 
i.ra hrf nrffipd i ntn a mag i o ’’at-uno vb i nb ra n oonrni m  i ca t.o v i t.b man 
Tbi ir Anrdns1 R bod non m i r metamnrphnsed i n t.o t.bo Tnagi o vood of 
Fa I y v T.and The man i o of Fa i ry T.and i r .  i n of.boy- wonts. t.bo povon 
of i i na t, i on yb i r:b transf ov'TfiR the r i gns ( syffitin 1 si i nt.o
* man' i cat 1%' yoa 1 tbinns’ and makes the mof a mior-pbOR 7 R  a Klpi.aphnr
f ny T man i na t, j on ar Rnob As a rosi 11 t., Fa i rv T.a nd becnmes t.bo
Rtr?ano of mind, and t.bo nnm*at. i wo events oxpyoR.R menta 1 prnoesses.
Ha v i no vaRhod b i «isp 1 f in t.bo stream yb i r-h i s ohw inusly 
». a V a n a r a it t oan.R i ng r j t,ua ! . Anofin.R1 r visi nn boonmo.R ot oay and 
(fiflrrn i f i od and the metamnrpbnsi r can bo oornpl pi.pH; i nsteaH of 
a single oat: tree grooving frow bis dressing t.ablo. bo nan see 
a '?bo t o f orest
Tb i r  again reveal s  the st.rurT.ura 1 1 ink between inetemnrphns i <s
and i ma cr i nat, i \/o see i ncr To see i meo i na t. i i/pl y i r  a mobamoy-pb i oa 1
1 1 f)
p r o n e s s  di m  i n g  v h  i o h  nhj e c t s  of Na t n r e  . t.aVpn o r  s y m h n  1 s?. r e v e e  1 
f r t r u e  s n h s i a n c e  . He t a m n r p h n s  7 r  lines not, prorfuce a n o w  f nrni 
a n d  c o n t e n t ; it, m e r e l y  u n v e  i 1 s t h e  7'eal i t.y of a hi g h e r  o r d e r . T h e  
m a g i a  w o o d  b a R  a 1 r e e d y  b o o n  t.bo no in the h e d r n n m  h e c e u s e  Fa i y v
T.anr] i r  w h e r e  vo are. in Diir s p a c e . v b  i c h  c a n  bo o p o n o d  h v
Tjrieg i na t, i on . N a n l o v e  poi n t s  t.o the s c e n e  in /, / 7 i  t  f t w h e r e  thi s 
dual i t y j s m a d e  evpl i ci 1, : M r  R a v e n  tel 1r V a n e  t_.bat, " t.bat, t r e e
R+.ondR on t.bo h e a r t h  of y o u r  Vi t c h e n "  1S j f o n l y  bo n o n  1 d s e e  i t 
As H a n  1 o v o  s t a t e s  ’ " G r a n t e d  t,h i s i magi nat, i ve p e r c e p t  i on wba t, i s
f,bi ir s e e n  will d e p e n d  on the boa 1 t.b of the soul ’ r s u h c n n s c  i 01 is
_ . 7^_ •< I Q
fpf J, 1 n g  out. o n  b  i R  i n n r n p v .  A n o d o R  f i r-st, f o  1 1 o v s  t.bo 1 o a d  '  
t h a  t. i r  f.bo p a  T.b 1 eaiii ng " a l o n g  t.bo r- i gbt, b a n k "  o f  t.bo etreafl) . 
F o o n  h n y p y p r  . b o  1 o a w O R  i t, ■ " y  i t.hont, a n v  unoit v-e.aRon a n d  v  i t-b 
a v a  g|ie f 0 0  1 i n n  t,ha t T ought. t.o h a v e  f sal 1 o w e d  i !. r  o o w y R e  I T b o  o  k  
a r.i >~ m e  R o u t . L e y  1 v d i reef, 1 o n  " 2 0
V a n e  a 1 r o  ref u .r o .r  t,o f o 1 ] ow tin. R a v e n  ’ r  o d d  i nsi.ri ict i on t.bat.
he “J.rinld 1 i e d o w n  in t.bo H n u s e  of boa t.b, dor? i d p s  t.o act on b i s
nun a n d  t h e n  h a s  t.o fane t.bo pa i nf ul e n n s e g n e n c e s  of b i r
d i R-nkod i onr-o .
The i nstriict.. i nn in P b a  n t a s f e  .r  i s p a s s e d  in a m o n o  s u b t l e
ffiet,e n h n r  i ca 1 c o d e  . T h e  f i rst, s y m h n l  i c instruct.inn. vb i cb Annilns 
o v e r h  "jo k r  i r  t.bo s t r e a m  . o v e r f  1 o v  i ng f r n m  the b a s i n  . T t, r
r  i cm i f i n a n  no i s strengf-benod b y  t.bo mot, to from tloc./a 1 i r . r e f e r r i n g
f,o a R o a n o b  f or'- a s t r e a m  v h  i cb i r  d i s e n v e r e d  " f 1 o w  j n g  g e n t  1 y o v e r
Lheir h e a d s " . 21
T h e  s t r e a m  a n c e a r s  nrice aero i n i n t.bo itesprt. v i t. b wa 1 i ; - i o m r
anti 1 i n r w h e n  Anodo.R i r boa v i 1 v d p o r e s s e d  b v  t.bo e v i 1 p r e s e n c e  of 
t,ho flbadow v b  i c h  bo unvi t, t. i n g  1 y  y p  1 e a s e d  in the O g r e  * r bid. and 
vb j < ■ b Rt, i f 1 o r  i,he b o a u t v of Fa i y v  T.and T h e  st.yeaifi r e f r e s h e s
11 y
A n o d o r  a n d  b a R  an a b n s } ,  ppi y i f,in 1 f.i'.ansf oymat, i ve o f f  ersb on him. 
o r  j f, w e k e n s  1 o v e  i n b i m T t, 1 par's hi m bo a spl e n d  i d y i v e y  
Va 1 1 e v. on 1 y  bo r e a p p e a r  1 n i t-R Bvst, i o f OT -•m i n bbe Fa i y v Pa 1 a o e  
o r  an n v e r f l o w  i n g  fou n b a i n .  w h  i c b  f p e d s  b b o  magi c hasi n in o n e  of 
t.he hells.
Thp i m a g e of t.bo over flowing founbain ip? d o y i v o d  f yon 
Plol.imiP. and his concent, of ’ e m e n e t i o n ’ .
" A c c o r d  i ng t.o PI ot, i ns.is. bbo u n d  i f f prent, i a bed One. b y  vi r i u e  
of bbo v e r y  fid 1 n e s s  of i t,R p e r f  ecb i on o v e r f  1 nvs ( wit bout, 
d i m i n u b  i on of i bse 1 f ) i n b o  an o b b e r . a n d  s n  on i n b o  all 
e x i  st i n g  Lhi ngs. f.byougb a s p y  i o r  of stages, o y  " b y p o s t e s p s "  
f i rst,, Hi i nd . . . t h e n  sou 1 . . . a n d  at, t_.be f s r t b e s t  o n s s  i b i o  
1 i m i b , t bo na ter i a 1 uni v e y R e  _ "22
A 1 ’ b b e  mob hi > i if P . t ^ n t e s t . H S  . t.plfpn f y n m  FI  e b o b e y 1 r  7*7/0 P u r o  J e
T R 7 a n t i . y e  f ey-R bo b b i R m vs t, i c i ma efo . a pp 1 y i ng i t, t.o t.bo bi idipn
f a-'-ul t, y  o f  c r p p t .  i on
N a o b o n a  1 h b e  1 i o v o d  i n t.bo o r g a n  i o  un ? t,y of 1 i fp a n d  ar t.
"Tb--- obant. i o  e l e m e n t ,  "23 j no t, o n l y  t.bo synt.pcl, i c f o o e d o m  nf
a dre a m ( o y  ay t ,  ) . i nspi r o d  b y  N o v a  1 i R  b u b  i n  bbe sbriictura 1
n n p n s  i b  j o n  w  i t.b bbo b h e m a h  i c  p i  an . i b p x p r e s s e s  fiaoNona Id' s
v i si on of 1 i fp in bbo pa ra d o x i na 1 uni b y  o f  bbo o o n R n  i oi is arid bbo
i inonnr c- i o u r  . A n o d o s  , aR we 1 1 a r  o v o y y  m a n  or w o m a n  i r  u n v a  yo o f
t.bo d  i vi n e  p ]  a n  i n  bbo f i gnrst, i v e  f oytl) of t.bo R t , y e a r n  v b  i cb f 1 o w r
t.hrouub hi s s o u  1 a n d  y h  i c b  b a R  n o b  vet, reecberl h i s  m i n d ;  a n d
b h erp f prp hi s d e e d s  a p p e a r -  i n c o n g r u n u s  a n d  a  n o  i d o n b a 1 Put, e v e n
t,boi m b  b o  i a n n y p s  t.bo o u o r  c o d e d  i n n b v s  j oa 1 svffihn 1 r  p r e s e n b e d  h v
flat yre bo i s i n v i s i b l y  gu i d e d  a n d  n o  ma b f.er wba t, b o  w a n t s  a n d
d o  o r  b e  a  o b i  p u e s .  taVi nnr bbo 1 oncrey ar id  m o  y e  n a  i nful w a y .  t, hie 
doRt, i n o d  g o a  1
T b  i r  r>a b b e r n  i s  m ade  o v e n  m o r e  n v p j  i c . i t ,  i n  7. i ] i f,h. i n  w b i o b
1 1 R
Va no i r evpect.ed bo be obedient,, bid, be i s nob arid yet, be sepsis 
bo s u c c e e d  in bbe end ; be c a p b n r p s  bi 1 i bb and bri ngs bey fnr 
a cure by  pen i fence bo Adam, and m a neges bo b r i n g  about, bbe 
me t.eriinrpbns i *=3 of bbe desert, 7 n b o  a green c o u n b r y . As Pr i ckebi.
n u t , 55 i t, :
" He fai Ir, but, b b y m  icrb d i sesfpr be 1 eerns w i sdnm, and 
finally new oppnrinn i b i or ' bi s si n i r  a f p 7 i  ye n n  7 £>a , 
neyffi i t, t. i ncr an even area bey redemnbinn. "24
T b e  Fai 1 t.hroisgh tte t a m n r p h n s  i s
Pne b a R  t, in fai 1 be f o r e  o n e  r a n  byul v y i rp ; bhi.R r;n? 11 r] ssifii 1 m
Ha o D o p a  I d ’ s r m n c p p f  of bbe Pa 1 1 , v b  i cb i r n e v e  y de f i n i t, i ve a n d
vb i r*b a 1 w a y  R o f f  e r e  a c h a n c e  o f y e d e m p b  i on
"As in all s v e p f p s t  asusi n  a t, i n g e  of* s e d n e s s  w a s  i n e v p y y
nob.e . . . .Toy cannot, u n f o l d  bbo d e e p p s f  fyi.ii.bs, al t.bongb
d e n e r b b y u b b  P»st, be deepest, i n v  "25
F?r-bb ‘-■’./en o 1 a i ffiR bhat, t,Vie "novel o a n  be s e e n  a R  an evplorat. ion of
f.be ef.erna 1 st.riirfal p  bet, w e e n  T o w  a n d  be i ect, i o n  . "26 Tbi i r  i’ r
bowe'/ey o n l y  cane of tbe m a n y  fbesies b h a b  ca n lie c o v e r e d  under*
t.he rot v i b 11 a 1 pi 1 cju j m ’ r p r o g r e s s  w h o s e  a i m  is a s p  i y i t, 11 a 1
I r a n s f  nr^at, i on, v b  i c b  a 1 so c o n  ba i ns bl i r r  a n d  i o y
I.cat. u r  n o w  e x a m i n e  b b e  fai Ir  b h y o i m b  (lietasinrrjhosi r  vb i c h
o P D e r a f p  f e a r  and d e i e c f  i on . b o  t.hev st , r  i V e t, b e h e r n  a R  a iftybb i o
ni ?n i shisent, for s o  me fyen.sgye r r  i on o y  a y e  b h e y  1 msint i va t e d  a R  the
d e a m r  1 a y c r e  1 v  a p p e a y  b o  b e *7
[Tbe 1 a n d s c p p p  of Fa i rv l.andl " i s, b h y o u g b o u  b , a p r o j  pet, i on
of A n o d o s ’ R m o o d  a n d  h i s  d e g r e e  of i ns i gbt.. • at. f i rst, the
1 1 9
i ^ iprpssi on i r  nf abundant, col o u r  a n d  v i fa 1 i b y  in a 1 i v i n g
f  o v,e s i . but, a R  be a c o u m u  1 a bps p v p e r  i e n o e  of t e r r o r  a n d
d i R.appo i n b n e n b , the g l o v i n g  f o r e s t  gi ves w a y  t,o ble.akey
l e n d s o a p e s  of cave, d e R o l a b e  shore a n d  grim. level moon. 1,27
If the lenr'srape of Fa i ry T.and i s i denb i ca 1 vi bb the cnrspl ev? 
space of mi nd. then t, be ho r r o r s  of bbe dar-k Ride of bbe mi nd a ye 
i t , R  i nberenb a s pect . Tbe dark flspecbs of I,be mind aye r e p r e s e n b e d  
b y  t-be ma t.amor-pb i oa 1 n r e a b n r e R  of d a r k n e s s  • bbe Rsb and and bbe 
Alder-, t-be Shadow, bbe gob 1 ins, bbe evi 1 g i flnbs, bbe d r e g o n , bbe 
F= e a r  b
Tn b / 7 //,?■? t-be R p a c e  b a R  m u c h  m o u e  d p f  ini t,e out.l i nes. v b  i c h
a y e a o b i e v e d b  v  t. b e o b -i e c 1 - i v e t, h i y d - o e y r o n n a r- u a b i v e
" T b  “h a  .r a f i y m  . o h  i pet. i v/e g e o g r e p h y  r*a p a b  1 e  o f b e  i ng 
t, y a  V P r s e d  m a n y  b i T e R  ‘ i t, b a R  a  p h y s  i o a  1 i n  d  e  p e  n  d e  n  r;e v b  i o h
o a  n l>e n a l o u l a b e d  u p o n , a n d  e n t e r  i c g  or- q n  i bb i ng it., c a n  b e
t -1'o r e n a n d  n  y -:s a n i R e d .  t..o R o m e  e x b e n b  " 2 S
TVip ohayacbeyR Ruoh a.R T.i 1 i t.b bbe T, i 1,1,1 e Ones, tbp b a d  
'7 i ao ! r oy tbe i nbab i bant.r of bbe a i by of F,i11 i ka , aye mor-e 1 I ke 
oer-f-.i"!n j f i oa b i o nr of vay i o u r  bypps of beba v i ot ?y • T.i 1 i bb i r 
a cpr-enn i f i oat- i i~in of the T..v j Rt.ed ego? the T,i bh.T e  Ones R b a n d  f oy
i n n o n e n b  i cnnr^ncpl (..he yeRi dents o f n  n  1 i ka ar -e o o u y u p t . e d  by i d 1 e  
1 i f e . fear- anti commence? bbe G i anb«s -sband for greed and
e.fli;. i d  f b y  .
Tbe f i ysf part of Ph-> n /. a r f e R, ending at, bbe Rea shore . is
doffi i na f ed by t,be Ash . t.be Alder- anti t-be Shadow, Reoonded Try 
anh 1 i ns Tbe spcond pay b taki ng place after his ypgpnpyat, i on in 
bbe fa i r-v cobbagp on hhe magic i st.huii is, i r dom i na bed by bbe fight,
v i bh bbe t ( i ant.R and end.R ? n anobhey f 1 h of deRpa i y , a.R Anodos t r
i mm- i R.oned by his Shadow in bbe bower-1 and t-be t.b i rr! part, 
ci? 1 m i na bes? in t.be deadly fight, v i b h t.be "east, in vb i cb Anodes 
d i er and undpycfnps a Rey i eR of an i m i st, i c mebaffioynbosps .
120
T, r  a v 7 i o' a q s f p  hyinric: a 1 w a y s  a r m t . ^ n t  "I a  1 d a n g e r .  R n o n
f h e  r  p n ' . p r i n c j  t h e  f o r e s t .  f l n r u i n s } h e  i n g  v^rnfiri h y  a T o y s h e r  i o n s
?-.•■ m f . r y  air-] t o  R h iin t h e  A s h  a nr? i,hp A? r’f r .  2 9  p x p n r  i pnrip.s f,h^ 
i r sf. s  I n  i o h a n g e  i n  !,hp nflooH o f  F a i r y  I.^nr? c^pH h y
t s  " u i i e r  s i  i 1 1 n e s s "  . A n o d o s  f p p ]  s  " fit.-y" a n d  ooti? p a r  i n g  t h e
ti 1 1 L r e f t s  h o  bui.-^n b o d  i e s  d p p p  in  s  1 p e p  :
"... ib.p ffiovp 1 fiss Hpaih - ] i Vr f on ion 5? of n e n  and woman and 
t;hi ] d r r n _ lying s t r r w n and pa r t r d bRnpsbh the vp i ghi, of t,hp 
heavy waves of night,, vh i oh f 1 ow on and heal, ihp® down, and
hold f,hem drowned and spnsp 1 ess u n h  i ] t,hp ehh - f i d e  ooffles, 
and the waves sink away, hank- i nt,o khe onean of t,he dark. "30
h  i s  i s  M a c D o n a  1 d  at, h  i s  b a s t .  . d r a w  i n g  a f a  s o  i not, i n g  p  i r r h u r e  f r o u
h e  * o t , h r r  *5 i d e  1 a n d  o f  f e r  i n g  a d  i s t . u r b  i ?ig r e v e r s e  1 o f
p ^ c r j p o t i u p q .  T b  i s  s o a n e  r r e a t e s  a n  p v p p i ^ t a t ,  i o n  o f  t.bp h o r r o r s  o f
i g b ‘. in v h  i o h  p p n p ]  e a r e  d e s h  i n e d  t,o s p e n d  a 1 a r g a  part., o f  t,he i r
i f a a nr? w h  i o h  A n o r ? o s  i s  g o  i n g  t_.o f a o r
f h a  s p d h s  r r i n ^ p  o f  a m e k a m o r p h i  o a  1 m o n s t e r  i s  at v s y s
r e c - o n d  i k i o n e d  !iv a m e  k a m o m h  i o a  1 r h a n g e  o f  m o o d  a n d  can f.si d a
e a 1 7 t, v  . P a  f n  r r t h e  f i rst, r  f i o  n  11 n !. r  r  v  > t.h ?. h  r  A s h .  A n o d o s  w a  1 V'S
nt,n ?. h  e a n r  i ant- h e a r t ,  o f  ?,he f o r e s t  a n d  i s  a g a  i n  st,r i o k e n  ui t.h
Ray- a n d  a n  X  i pt,v T b p  A s h  t. hits e  m e  m  rs a s  i,ha m o n s t e r  o f  f e a r .
h  i <-*h i n  a n  u n o a n n v  w a y  g r o w s  f r o w  h o  t.h p ? h y s  i o a  1 a n d  vt r n  t, a 1
h a d o v  T h e  A s h  i s  M a o D o n a  1 d* s  v a n s  i o n  o f  w h a  t. H y d a  r e p r e s e n t e d  
o r  o  h e  v e n s o n  '• i t, i s  a " n e w  f o r  HI o  f a w f u l  hi  d e o i . i s n e s s "  .
n  I cr h  t, Tfj a r e  o f  s !  e e  p  i n  w h  » o  h  A n  n  d  o  s  v  rinitprR, reTft i n d  i n g  A n  o  d  o  s  o  f
a n o  i r e s :  " f o r  t h e  f a  o r  r e s e m h  1 e d  t.ha t, o f  a o o r p s e  " 3 1  a 1 t h o u g h  it.
i d  not, a p p e a r  t o  h e  .so u g l y ,  a s  A n o d o s  a d m i  t s  T h e  e s s e n n e  o f
h  r A s  h  s e e m s  f, o  ht r a r  Red :
"Put the most a v/ f l j 1 of the f e a tures were the e y e s . . T hey
seemed to he 1 i ghted up  wit h  an inf ini he g r e e d . A g n a w i n g
v o rao i t v . vh i oh d e v oured the dewoiirer. . . "32
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The overa 1 1 fjpscr ipf, i on s u g g e s t s  a sensiial nature, as the 
referenc'e to v a m p i r e s  s u g g e s t s  Bo t.h the Ash arid the Alder nan he
seen as f o r e r u n n e r s  of T,i 1 ith, in the o o m h i n a k  ion of the sensual
and savage g r e e d . I, j 1 i kh is virtual 1 y a vampire? she r e c o v e r s  her 
s t r e n g t h  hy s u o k i n g  Vane* s h l o o d  and Vane h e c o m e s  fatal 1y drawn 
t, n h e r
V i nkor i a n popu 1 ar f i c;t i on reveals a part, i on 1 ar f a sc i na t, i on
vikh the m y t h  of vampirism. and n u m e r o u s  r e m a k e s  of S t o k e r 's
Draoii 7 a ( 1 £597) prove its last, i ng appeal . There have heen m a n y  
Freud i an i nt.erpret.a h i ons of t,he f act.. and t.here is i m d o n h t e d  1 y
some t.rut.h in them . V a m pirism was a * d e ce n t * way of suhl i mat, ion
of s un n r e s s e d  sevrua 1 desires? i k i ded seven] i nt.er c o urse and
vet, it provided powerful mivkure of pain and evtasy. The w i of, i p
con] d rema i n ohast, i 1 v dr e s s e d  i n the n i gh t gown a n m d yet,
st. i mu 1 a t i ncr des i re i n t.he hahoo pi a ce , the he d room .
Tn a Freud i an i n t e r p r e t a t  i on the Ash might, he taken as
a n other V i c t o r i a n  m o n s t e r  of shame, a m o n s t e r  of si ippressed
1 i h i do T t, may we 1 1 he true in this part i cu 1 ar case t hut, it, is
not. mv i nt,ent, i on t.o appl y t.he Freud i an reduok i on i srn to the myth i o
t, a 1 e which has h^’-oader mehnphy.s i na 1 imp] i oat. ions than
a f rustrahad 1 i Vi i (to or s u p p r e s s e d  i d .
Anodos i s s a v e d  h y  one of the m a n y  mot,her f i gures uh i oh
P m  v  i d  enoe m vs ter i nisi y p] aoes i n h i s way at, oruo i a 1 Tfiome n t,s As
T hav/e skated ahove . t.hi s f ema 1 e  e l  e m e r d ,  can he oons i dered as the
emhod i ftent, of a uure T mag i na t. i on wh i oh is in const.ant. skruggl e
V i t.h Fanov . Fa nov is t,he cn ia 1 i hy of ’ i m p u r e ’ , dark dreams and
chaos of the pi k : F a ncy leads t.o fat Is into m a d n e s s  and he! 1 ,
wh i ] e true Tmagi nation leads t, o t r a n s c e n d e n c e  .
While the Ash is the male dest.ruot i ve principle, t.he A 1 d e r
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s t a n d s  for f.hp ppr i 1 of the capt i va 11 ng charm of the ne.struct, i ve
female a speech . The m y sher i o ns girl at, the b e g i n n i n g  of his 
iourney has given him a sign leant, w a r n i n g  as to the true nature
of the At rlsr : "... the At der will s m o t h e r  you wi kh her veh of
hei r if you 1 eh near you at n i aht" .33 But the chi ]di sh A n odos i s
qni ok t,o forget, all the we 1 1 - me 
and b e c o m e s  e n t a n g l e d  with the A 
The whol e meet, i ng is aga i n 
v? i t,ness the i ron i c d. i stance 
n a r r at- i v e a n d t, h e d i s c o n r s e o f
r e a11 t. h e s v m h otic s i cr n a 1 s t. V
u n c o n s c i o u s  in the right, way
b e e ? !  g?? i ] t.y of anythi ng ( evcept 
of h i s advent,ures 1 i n the horrr 
n o t  so hi a me 1 e ss when t.he Aide r 
k ?-! l gh t .  o i r  f3 e r  c  i v  a 1 . v  hi o r  e f  e r c
the ha i ilen ("if t, he A 1 der - t, ree , -Ar
a!• 1 e to reoocrn i se and a vo i d a ny
nt, s i g n a l s  his u n c o n s c i o u s  sends 
der .
careful 1 v st,acred . Once aga i n ve 
b e t w e e n  the d i soourse of the 
the character. Anodos does not 
at, nature transm i is through his 
I f Anodos does not seem t,o have 
teaving the path at t he hegi nning 
• r  scene y i t,h t.he Ash. then he is 
a jjpears P,p i no varned hiy t.he sa d 
; h o his 11 n f o r t, 11 n a t, e e p i s od e with 
iodos is t,oo sure of h i mse 1 f tm be 
d a n q e r .
"...s u r e ] y  T s h a l 1 be on my guard; and T am f n l 1y resolved 
T shal 1 not, be ensnared b y  any beauty, however much 
beaut, i ful . Doubt, less some one man may escape, and I shal 1 be 
h r "34
B 1 i n d e 11 b v  se] f - con f i dence . he c h e e r  f n] 1 y h e ads for a n other
d i s ^ S t, e r
As the twi 1 i ght, sets in, the forest, turns i nko a haunted
r? 1 ace T h e  mere i nvent.org/ of mot, i fs is a! arm i ng i n i ks oho i ce :
* rj-rc»a t, bat.s' ' m o n o t o n o u s  m u s i c of owls* , a n i ght hawk T n ot. her 
w o r d s , b i r ds of prey, which evoke the s u b c o n s c i o u s  image of
a bun t, and a prey, i nv i he the i ron i o guest, i on who i s t.he h u n t e r
and w h o  j s the p r e y  Anodos. however. dries not read hi s
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riAvppp*. i o n s  a s  si crnq pf d a n a p r
T h e n  the s p a c e  u n d e r g o e s  a s u b t l e  met, a m o r p h  f ca 1 c h a n c e :  
Tin k n o w n  sounds' a n d  o p p r e s s  i n a  o d o u r s  r a i s e  des i r e .
" T h e  night,-hawk h e i g h t e n e d  al 1 the h a r m o n y  a n d  st, i 1 1 n e s s  
w i t h  h i s  o f t - r e c u r r i n g ,  d i s c o r d a n t  jar. N u m b e r l e s s  u n k n o w n  
s o u n d s  c a m e  out, of the u n k n o w n  dusk: b u t  all w e r e  of
tv i 1 i g h t  kind. o p r e s s i  n g  t h e  heart, a s  w i t h  c o n d e n s e d  
a t m o s p h e r e  of d r e a m y  u n d e f i n e d  love a n d  longing. T h e  o d o u r s  
of n i g h t  arose, a n d  b a t h e d  me in t h a t  l u x u r i o u s  m o u r n f u 1 n e s s  
p e c u l i a r  to t h e m , as if t h e  pi a n t s  w h e n c e  t h e y  f l o a t e d  h a d  
b e o n  w a t e r e d  w i t h  b y g o n e  t e a r s . E a r t h  d r e w  me t o w a r d s  h e r  
bosom? T felt., a s  if T c o u l d  fell d o w n  a n d  k i s s  h e r  T forgot. 
T w a s  i n Fa try L a n d . . . "35
A close reading of t.he passage revea 1 s how t.he descr i pt i on 
of the sett, i ng aga i n sk i 1 ] fu ] 1 y ant, i oi pakes the fo 1 1 ov i ng events 
T h e  hot, n i cr h t in the forest, echoes v i t.h sensi mi is. a 1 most, decadent, 
l i n f 1 e r t on s s as the attributes ’ empressing* . * condensed’
f 1 o a t i n?g' orove . ’ Jlream v l mde f i ned 1 ove and 1 ongi nc? ’ i s
i i ; v 1. a p o s e d w i t. h ’ luxurious mournfulness*
Even f.hni icfh t.he ’ 1 u vnr i oi is moi irn f 111 ness* of the n i ght. odoi irs: 
ma v ha wp s o m e f OI m d a  t i on in t.he real i st, i c percept. i on of the s'ffle 1 1 
of the mo i st. so i 1 i n the ni ght, forest,, wh i ch may evoke an i mage 
of a f resh crave, t.he ■phrase may a 1 so i mpl y a f orebod i nc of t.he
com j ng fa 1 1 . Anodos is be i ng capt,ured by his senses and daped by
hi s des i re and thus unabl e t.o commi in i cat.e with t.he essence of
Fairv Land. He is pu 1 led down to the material aspect, of Mother
Earth„ which is ev p r essed by his wish t,o * fa] 1 down and kiss 
her' 35 Anodos is s i m p 1 y in the right, mood for met amorphosi s .
The passage is a marvel 1ons example of very subtle work with 
i mae-es i n V i ctor i an f i ct, i on . A 1 though the sub11 ety may escape t he 
con sc i ous a t tent, i on, it, never the 1 ess opera kes on the suhconsci ous 
level
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The third part of the descr i pt i on offers a close up?
mind f onuses on the deka i Is - roses, twigs. leaves. i nser. 
houghs crossing the path, large Hints. As a matter of fact,.
t,he described things are e i kher sma 1 1 or are parts of t.he vhr
which turns i nv i s i hi e as t.he mind becomes entangled in
Ffiii 1 t i p] i o i ky of the ma ter i a 1 wort d and gets d i st racked f rom
sp i r i t.i ia 1 ct u e s k . Aga in all components f i k together and f orm
who 1 e
The f ourt.h part gives a shape t.o his desire. Dp s i re
person i f i ed by t he f i gi i re of t.he whi ke ] ady? i t, makes hi rn r 
a n d hi i nd to t.he warning signals? " the whole n i ght. became 
drean- rea 1m of iov "35
Hi s song i nvokes a vh i ke appari I, i on which, as he be! i
is the marble lady. He immediately becomes a ware of some k i nd
d i ssonance: he can hear in her voice a sweet, ness which "did
v i h r a k e ha r m o n i nu s 1 y v i k h t h e be a k o f my i n w a r d m us i c . . . a «-■
sh i vp r ran khrot igh me "3T
Fid, he i cnores t.he vo i ce of hi s tin con sc i ons and 1 eks hi m<=
Ur ? lined i n t o bien r  - a  ? e yhprP he soon loses von so i otisness as
t.e 1 1 s him some strange kale he wakes up into a mekamorph i 
n i crh t.ma re : he f i nds out, I.hat, the beaut i ful lady has hi irned i
the monster of the A 1 der - tree and t.he evi 1 Ash is about, t.o k
bim Anridos i s comnl et,e 1 v na ra 1 yved v i t,h f ear and , 1 i ke a ch i
he i s  i.mahl e to m  it up any resist, a nee
The met.a “■ arnhoses * if t.he Ash and t.he A 1 der are so cl os
] inked w i t, h his fear and anxiety tha t they might, be gene r a t.ed 
the e mot. i ons and thus opera t.e in the spa ce of the uncanny
s i n c e t.he whole space of Ha i ry I,and is the space of
m a r v r 1 1 ous, i t, wot«1 d be ill og i ca 1 to t,h i nk so .
As the meta morphoses are obviously very closely 1 inked u
kb*3 ment.a 1 processes. i k co> \ 1 d be said that if, is Anodos
t.he
;ks, 
a 1 1 
d e , 
t, he 
i ks 
o n e
i i s 
!e a f
0 n e
! of 
n o  1. 
4 o 1 d
;e 1 f 
s h e  
ca 1 
n t. o 
ill
1 d >
; e 1 y
! kiy
P.i d.
t .he
r i t,h 
who
i inH^rai iisr a ntpfainrphnRi.s and e x p e r i e n c e s  a f a 1 1 into t.he
d a r kness of h is mind, f a d  ncr t,he h o r r o r s  hidden there.
T h e  fh r t i . io y
T h e  g o d f a t h e r  o f  a l l  t h e  h o r r o r s  i n  t h e  n a r r a t i v e  i s  t h e  
S h a d o w  w h i o h  i s  r e l e a s e d  h y  A n o d o s  i n  t h e  O g r e ’ s  h u t , .  T h e  r e  1 e a s e
o f  t h e  s h a d o w  h a s  s e r i o u s  o o n s s g u e n o e s . Th i s  a l w a y s  s o  w h e n  t h e  
p r o t a g o n i s t  o p e n s  t h e  d o o r  o f  a f o r b i d d e n  c h a m b e r ; t h e  S h a d o w  
d e s k r o y s  t h e  c h a r m  o f  F a i r y  h a n d  a n d  b r i n g s  A n o d o s  t o  d e s n a i r  
T h e  F h a d o w  b e c o m e s  A n o d o s '  s  m u t e  A d v e r s a r y  w i t h  whom h e  h a s  f.o  
s t r u g g l e .  Tn o r d e r  t.o g e t ,  r i d  of h i m .  A n o d o s  h a s  t o  g o  h h ro n c rh  
a s e r  i e s  o f  c  1 e a o s  i n g  r  i t, u a 1 s a n »1 kr- i a 1 s
T h e  c o  n c e  o  t o f  t h e  s h a d o w  b e i n g  a tt.a c h e d  t.o Vu «ma n  h o d  v b o t h
p h y e  5 c a  1 a nit c p  i r  1 k u a  1 . h a s  1 o n a  h e  1 d  a f a s c i  na t i on f o r  m a  nk i n d
a n d  t h e r e  h a v e  b e e n  m a n y  v a r i a t i o n s  o n  t h i s  t h e m e  T h e  R o f f a n t  j o
i nt.erest, i n  s h a d o w  d o u b l e s  h a s  t h r e e  m a j o r  s o u r c e s  '• f o l  k l  o r e  
W v si j c  i sffi . a n d  ci i r r e n  t, t h e o r  i e s  o f  m a g n e  t i s m  a n d  m e s m e r  i s m  . 3 2  T h e  
m o s ’, i n f l u e n t ,  iat w a s  G  . H  . 5- J c h u b e r  t.’ s  not, i o n  o f  ’ a n i m a l  magnet, i sia’ 
" T n  t.he m a g n e t  i a  t r a n c e ,  t h e  f o r e r u n n e r  o f  h y p n o s i s ,  t h e r e  w a s  
o f tan s t a r t  i n g 1 y  r e v e a l e d  a s e c o n d  p e r s o n a l  i t y  a r i s i n g  f r o w  t h e
d a r k  s i d e  o f  t h e  rnind, i t s  ' s h a d o w  -si de ’ err ’ n i g h t , - s i d e '  " 3 9  ftt. 
t h e  and o f  t h e  n i n e t e e n t h  c e n t u r y  t h e r e  i s  a 1 a r g e  r e v i v a l  o f
i nt.erest, i n  p s y c h  i a t r i c r e s e a r c h  a n d  s p i r i t ,  i s m .  A n d  t h u s  
at tent-i o n  i s  f o c u s e d  a g a i n  o n  the g u e s t ,  i o n s  o f  t.he d a r k
doubles M a c D o n a l d ’ s  s h a d o w s  o b v i o u s l y  c o m e  f r o m  t h i s
S  011 r  o  e
s had o w  
m % 'sk t o
Tht ?ha d o w  d I ^ v's  a r e l a t  i v e  1 w  minor- a n d  rat.her obsct ire rol
t, he s k r \ 3 o t, u r o f r, j 1 i K h It, !?'!!": i a ted e x c l  ne>i vel v  wi t , h
T,i 1 I t.h? sh e s e ems to he suhord i n a ked t.o the S h a d o w  in a w a v  w h i c h  
is never real 1 y e x p l a i n e d .  At, the en d  of the nnve 1 h ow ev er , e v e n  
the G r e a t  S h a d o w  1 i e s  d o w n  in t he H o u s e  of S t e e p  a n d  is g o  i n a  t.o
t e s a v e d
In Phan f, asf, e s , the S h a d o w  p l a y s  a much more e x t e n s i v e  
s k r u c k u r a  1 role. The pre s e n c e  of t.he shadow has a met, a m o r p h  i ca 1 
ef f ect on the magi o space of Ha i r y  I,and ? i t, b e c o m e s  d r e a r v  and 
o v d i nar y  as if he were b a c k  i n the r e a 1 i ky ?
"E v e r y t h i n g . h e n c e f o r w a r d , e x i sted for me in its r e l a t i o n  to 
my attendant, . . .These rays of gloom i ssued from t.he centra 1 
shadow as f  rolil a b l a c k  sun. . . But wh e r e v e r  a ray s t r u c k . that 
park o f earth, or sea. on sky. became vo i d and d e s e r t , and 
s a d k o m v h e a r t "40
S ome of the effects of t.he Shadow may be regar d e d  as uncanny, for 
example t.he scene in which Ano d o s  w a n t s  to k i ss a pret.ty country' 
g i r 1 hut. di le t.o the ' m e k a m o m L  i ca 1 effect, of t.he Shadow she turns
gmt.esgue 1 y hi dfionis^  ? ? but- of he r effects are not,, unless we
-r-•■=» f use to t.nist, Anodos1 s sense completely? for example, wherever 
t.he shadow 1 i es, the vegekat i on i s burner? down as i f by f i re . -42 
The S h a d o w  disanoears at, t.he maw in. recre ne ra t. i ve st.a t. i ons . such
as the Hairy Palace or the isthmus v i th t.he magic fairy opt, t age .
The Shadow is also absent, when Anodos be c o m e s  ful 1 y engaged in 
the nrepara h i on for the duel with giant s but after t.h is heroic 
episode the Shadow returns, even though it- rema i ns invisible T t, 
comes back and strikes with a new momentum at the moment, of h i qrh 
e 1 a t ,ion and comp!acencv, when Anodos in a splend i d a r m o u r  rides 
t.hv-ough a forest ooKlpar i ng himself to the holy knight. Galahad. 43 
The Shadow confronts him in the shape of a double, only "greater 
a n d  fiercer than his counterpart," , blocking the narrow pa t,h-43
this moment of con f ront.a k i on Anodos fa i Is to obey the voice of 
the u noon so i ous wh i ch tel Is him? " Smear i n rest . and r i de a t_. hi m !
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else thou art for ever a slave. "43 and gives up r e s  i s t a n c e  in h is 
hyp i c a 1 pass i vs m a n n e r  and s u f f e r s  the o o n s p q n p n o e s  unt i 1 he j ^  
again given a h e l p i n g  hand and hakes a moral lesson to his heard, :
"I learned that it is better, a t h o u s a n d -f o 1d , for a proud 
man to fall and be humbled, khan ho hold u p  his head in his 
pride and fancied i n n o c e n c e . T learned .that he that will 
be n o t h i n g  but a doer of his work, is sure of his 
m a n h o o d . "44
The last, WetfllBnrphnsj s of the S h a d o w  might, be the beast,.
" 1 ike a wo 1 f , but, t w i c e  the r i "45 k e p t ,  h i d d e n  u n der t.he 
platform w i th a pagan altar. to wh i oh human sacri f i r e s  w e r e  
offered, and wh i oh Anodos m a n aged to strangle at, the cost of his
T h e r e  is n o  d o u b t  that, t.he S h a d o w  r e p r e s e n t , s  t h e  reaat, i v p
i s p e o f s  o f  m i n d  w h i c h  f ri i s k r a t o  t h e  s p  irjt u a 1 p r o g r e s s  F o r
»>' a Tfi pie, P o h h  r e g a r d s  t h e  S h a d o w  a s  " M a c D o n a l d ’ s v e r s i o n  o f
V: 1 e r i d g  e 1 s D e  j ect. i o n  " 4 £  ; f o r  M a n  l o v e  t h e  S h a d o w  is t.he
s s : "The Shadow is the evi1 con s c i o u s
>ks to have, and d e s t r o y s  in hav i ng" 47 The most, 
of t, he symbol i r; role of t.he S h a d o w  is o ffered by
" As we d i s c o v e r , the s h a d o w  i s not, fflprp 1 v ' or i gi na 1 si n ' . or 
the ’ unconscious' . t.he .T11 n g i an ’ s h a d o w ’ _ or even some 
prot,ot,yp>e of the FrPUiti /o ' id’ , for it, o p e r a t e s  at, ft /o
1 eve 1 s i n the s t o r y  At one ? ave 1 i t, may i ndeed stand for
some or all. of t h e s e . . Si mij 1 t.aneoi?s1y h o w e v e r . the
d i s c o v e r y  of this dark s h a d o w  through the forbidden door 
i ] 1 u s tr a t e s  t.he p r o cess by  wh i oh this c o mes about, . T t, f oris
a symbol 1 of his own mental o r o n e s s . " 4S
other w o r d s . the Shad o w  ma v  nersoni f v a lot, of necra t i ve
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asrerft.s of mind as a c o n c e p t ? hut it is of equal, or m a y  he even
of g r e ater importance to u n d e r s t a n d  w hy and h o w  the S h a d o w  was
r e 1 e a s e d
The e v o c a t i o n  of the s h a d o w  has all the features of a dream.
The hero seems to have no wi 1 1 of his own? he acts as i f u n der
a s p e 11, doing things he knows he s h ould not do. He o p e n s  the
door of a closet in spile of the warning. The closet, looks first
1 ike an o^-n i nar y  tool shed hut then it u n d e r g o e s  a me t a m o r p h n s  i s ? 
the other side o p e n s  into a space w i th a night, s ky and ’ t.he long
pe r s p p n t  j ve of a narrow, d ark p a s s a g e . . . "49 And out of the
pa s^age comes the s h a d o w . P a r a l y s e d  Anodos can o n l y  w a tch as the
shadow n o i s e l e s s l y  g 1 ides toward him, with the strange s low speed
o f  n } gh 1. lit a r e s
Tl?e shadow has been re 1 eased and there • s no wav tr send
! t. ha ok once t.he he rn ripens t.he doors of t.he f orb i dden c h a m b e r
Dr .Tekvl 1 has met. Mr . Th/de and their s k r u w l e  has hftoim .
"Everybody* s s h a d o w  is rdnoi ng up and down looking for him
T be 1 i eve vou c a 1 1 i t h v  a d i f feren t name j n y o «i r world : 
yours has f onnd yoi j , as e v e r y  p e r s o n ’ s is a 1 most, cent, a. i n t o
do who locks i nko t.ha t, cl o s e t , especial 1 y aft.er m e e t i n g  one
in t.lue forest,, whom T dare say yon have met. "30
The problem of t.he symbol io ro 1 e of t.he .Shadow is c o n n e c t e d  
v i h the concept and ro 1 e of e v i 1 and s u f f e r i n g  in MacDonald' s
york . The release of t.he S h a d o w  is an act, of d i sohed i enoe ? Anodos
r-e i-^e a ted 1 y ignores t.he inner voice and ants on impulse and
th:_ re fore his wa n d a r  i ngs re s e m b l e  a s e r i e s  of f a 1 Is. Put be is
a 1 ways saved and a 1 ways 
na rra t i ve pa t,tern re f 1 ecks
given a chance t.o b e gin anew Th i 
MacDonald* s concent, of t.he evi 1 *’
"  k h a  k w e  c a  1  1 e v i  1 , i s  t h e  o n l y  a n d  b e s t ,  s h a p e ,  w h  i o h . f o r  
t, h e  o e r s o u  a n d  h i s  c n n d  i k i o n  at, t.he t i m e .  c o u l d  Vie a s s u m e d
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by the best, good. " “ *
As a >• es? 11 k , k h e release of t,be s h adow has done A n o d o s  a lot, 
f good tn its ul t i m a t e  effect. Even his s e l f i s h  act of b r e a k i n g  
be m a g i c  g l ass sphere of a 1 ikkle girl has t u r n e d  out, to be
good thing to do after all, b e c ause she cou 1 d g r o w  up and 
oqi j i re a g i ft of singing, h y  means of which she c o u l d  please 
thers . By the m a gic of her \/o i ce Anodos is also set free from
L i- tower and his despa i r T f one does not, 1 o ok i nf o the
orb i dden closet and does not, e x per i enoe pain and sorrow, one
i 1 1 n e v e r  grow up. Hyde must, be a ok now 1 edged and o v e r c o m e  . T t is
he 1 i h er a h i nn . transf orma t. i ve r>over of the gi r 1 ' s sonrr t,ha t
nn i h i 1 at,es the Shad o w
The annihi 1 at, ion of the E h a d o v  is nod- the most, convi nci ng 
c c ro: j f, comes too pa si 1 v and de m a n d s  no tb i nor o f A n o d o s  Tk i s
1 iT: ~n 1 v rr } v e r> t, o him as if h e e a rned it, h his siif fpri na E i i t. nnp
hi-.u 1 d not- t-hinT in terms of d e s e r v i n g  or not, deserving. T r« 
a C u! i ■'.1 d ’ S  work the mekaphvs i ca 1 he 1 t:> ffivst.er i oust y c o mes and 
i f cl 1 ow i ng the 1 og i c o f end 1 ess co m p a s s  i on .
The end of the Ehadov is not., however, t.he end of spiritual 
m a r  ess »’ i t. i s not, t.he df>a t,h of the se 1 f A f t, e r be i ng saved 'nv 
he girl f rom the tower, A n o d o s  b r e a k s  the s e q u e n c e  of his
eon 1 1 ect. i ons and from an authorial distance c o m m e n t s  on t.he next, 
kao-p n f b i s sni r i t.ua 1 n r o c r e s s
"Ere long, T learned that it, was not myse 1 f, but onl y  my 
s h adow . t.-hat, T had 1 osk . . . A n o t h e r  se 1 f seemed to ar i se . 1 i ke
a wh i t.e spi ri t, from a dead man, from the dumb and tramp! ed
se 1 f of the past . Doubt, 1 ess, tb i s se 1 f must, aga i n Gi e and be
bur i ed, and aga i n, from i ts tomb, spr i ng < a w i n g e d  chi 1 d •’ but
of this Piv h i s t o r y  as yet, b e a r s  not, t, he r e c o r d . Eel f will
come t.o 1 i fe even in the s l a y i n g  of se 1 f ! but there is ever
some t.h i ng deep e r  and s t r o n g e r  than i t , w h ich wi 1 1 emerge at 
last, from the unknown a b v s s e s  of the soul . . .
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The f i n a 1 g o a 1 , that is the f i n a 1 wetanorphnsis, is t o he 
a eh i e v/p(i after a long innrnpy, t.he end of which is not, included 
i n the hook b e c a u s e  i t 1 s h e y o n d  t.he 1 i m i ks of Tmag i nat, i on . Even 
in t i 1 i t h . which. b r i n g s  t.he hero b e y o n d  the world of the s e n s e s  
into the c i t y  in Heaven. Vane does not, get, more than a gl i ropse of 
the edge of H e a v e n  and is sent, b e c k  to bis d r e a m s  of real i hy
Heal i no ftp tri fsn irnh afiN a n d Tra n s f  or nrv-s t i i jos
S i nee the space of Fa i ry I,and is the space of mind,
ffie t.amornhoses ca n also be taken as expressions of skates of mind
and jffia cres of mental processes. Most, of the regenerative
me tamomhoses a re connected w i t.h i mages n f va ter arid a cl eans i na 
y \ f.usl : the eves of the fairy, the bath in the stream spr i ng i ng
f roK Anodos’ s bedroom, t.he swim in the basin i rt t.he Fairy Palace,
t hp suicidal i nmn i n t.o t.he dreary autumn sea. and plenty o f
tears. The f i rst, nark of t-bo narra t, i ve is framed by the image of
t.he see f ound in the eves of t, he f a i ry. and t, Tien by t, he i mage of
the magi o sea d i scovered i n t.he pa 1 ace hast n. and f i na 1 1 y by t.he
i mace of t.he r’reary autumn seashore Anodos reaches i n Gespa i r .
The don i nat i ng mst.amoirp»hoses nf t,h i s part, are the re! ease of
t.he Ehadow and t.he mekannrphos i s of the marble statue i nt,o t.he
Vh i t.e I, ad-'/ Man! ove cl a i ms t, hat, "The EhaGow a nr? Vh i t.e T.ady t. hemes
-r~. p m ?_rr‘e oi ve r . 1 i nked ' t.lev are Gi f f erenk aspects o:f
-oosse ss i veness . . . " - 3  The episoides vi t.h Wh i t.e T.ady serve as 
1 essrons of k r i te 1 ove , wh i oh has transf jar-mat, i ve e f f ect.s o>n I.he 
character: to have means t, ra give and noit, t»a receive. " T knew1 nay.
t h a t  it is bv 1 o v i net. and not- by be i ng 1 oved, that one can come
nearest, t he soul of another. . .
T t, is i mnoss i hi e to fix a de f i n i te all egor i oa 1 mean i ng ho«
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the mot -if of Vh j te T.ady T t is again The p r o c e s s  which is more
relevant, than the concept . The actual m e t a m o r p h o s i s  of the statue 
can he u n d e r s t o o d  as a symbol i c image of the or e a t i o n  of w ork of
a rt55 as we 1 1 as the re 1 ease of the soul from t.he materi a 1
c o n f i n e m e n t  of matter. T t is quite u p s e t t i n g  to see the White
L a d y  r u n n i n g  a w a y  from Anodos without, a word of thanks. It, is 
never e x p l a i n e d  w hy she doe s  this. On a s y m b o l i o  l e v e l . it
b e c o m e s  cl ear-er when one a c c e p t s  Madlena 1 d ' s concent, of 1 ove and 
the mysk i on 1 concept- of spiritual quest in which t.he rrieet i ncr 
v i t.h sou 1 is o n l y  one s t e p  on the journey t.o perf eot i on By
g i v i ng life to h i s Wh i te t.ady, Anodos re 1 e a s e s  soTfieth i ng i n
hi it shI f , by g i vi ng her up as the i dea 1 he sought,, he has opened
h i m s s 1 f to new stag e s  of spiri t u a 1 p r o g r e s s . Anodos himself
c 1 a i m s ?
M Thi is T , who set. out- t,o f i nd my T d e a 1 , came bac k  re j o i  c i ng 
that. T had lost my S h a d o w . " 56
One has to w o nder why M a c D o n a l d  repeats the same scene of 
net a m o r p h o s  i s of t.he statue in the p a l a c e .  T c a n n ot ,  think of any 
good expl anat, i o n «’ it. seems t.o be mere l y  one of t.he randofO
s y n t a c t i c  mot i fs wh i ch m ay hot, c o n v e y  any s e m a n t i c  con tent,, and
s i m p l y  con tribute to the man t f est.ed d r e a m - 1 ike, d i s j ointed
cynfaof, i c s t r u c t u r e  of the narrat, i yp .
T f we think of t.he n a r r a t i v e  as a mysk i ca 1 quest, for
pprf eck i on , then we shoul d Vie abl e t.o i nterr>ret t.he re s n e c t  i ve
stages:. T t, is e spe c i a 1 1 y Anodos' s s t a y  in the p'.alnoe vh i ch serves
as an i m p o r t a n t  re gen era t, i ve skat i on , i n wh i ch two essent i a 1
met, a m or p h o s e s  o c cur t.he met,a m o m h o s  i s of t.he 1 arcs basin i nt,o 
a sea, and the m e t a m o r p h o s  i s of the statue into dancers, 
i n c 1 u d i n g the me t a m o r p h o s  i s of t.he st,at,ne of Vh i te T.ady b a c k  t.o 
h e r h ’ t m a n f o r m
Tn the on 1 a c e . wh i ch seems pwot.y to hi m at, f i r s t . he i s no
] ongp n bnf.hoofpH hy It i s? flbaHnw . T’np <sw i m i n Ih^ ffiflgi o hflsi n f oH
by f, h^ y.it.-Rr f r n'ffl t-ba nvn'^f 1 ovi ng f nnnt,^ in. has; a v-'pgMnp^ at. i w a
a f f »=> ot, on ftnndns . Hi 5? rhhrhr grow sharppr agai n ursti 1 bn h^gi ns
t.o r! i scsrn " faint,. graci oiir f cnflbs, hprp anH t h e m  throughout, thp
bn i 1 H i ncr” . 57 Tn t. tn bncrn palace 1 j hv'a^v bn is; crivnn a mhancp t,o 
1 Rrirn by read i ng abnut ni.hpr 1 i v p s anti nthpr voylHs?. evsn t.-boijcrb 
i t, at ways? jsteeflis? t,o him bn its t,bn main bn no of bbn boobs.
Anri yp t, all t, bn bnoVs Ho not, t,naob b i rn pnnijgh. bnoaii'sn hs> f a i Its 
t.o act, proper 1 y dur i ng l,bn ietansnrphoR i ts of t,bn ?st,at,uR> of t,bn 
V h  i ! n I,any back t.o 1 i f n ■' bn 1 osps h n r- when bn stops bits singing,
grabs hpr hanii anH wants; t,o pul 1 bnr down frnffl t,bn ppdpsta 1
"ni. one n ana in bis? fa i 1 imn works t.o bi S 111 t, i Tfia|,n bpnnf i t b 0
cocoes by g i vi ng anH gi vi ng up J bn sooepts final ly t,ba t, t,bn knight,
who final ]y rfarr i nr] t-bn '-’h i f.n T,a Hy a k f,bn anH. ibsrrws hp y- moon 
t. b a n tn
T b p ] i 0 v o t, bat. t-bn qtav i n t, bn fa i y*v pa 1 a on <=:boiil H ba vo boon
the cl i ma v of b i *=? vanderi ng • vhere nlnn 00111 H bn erbi eve whn t. bn
b.is soiight,? AnH vp 1, bn 1 t,bn pa 1 a on wit,boot, f ind ing out, who
t,bn ?(iysl,pri nus. only bn 1 f  - w i *a i 111 0 i nbab i t.nnf.s? annJ ui tbmif. 
rr.nnt, i ncr 1 bn own nr7 of t.he toa 1 a on . t.bn fa i r v  crunnn l AnnHos obases
f,be spectre of bio Hr-oaTr-s? which. however. t *s not, very Veen on
moot, S no Vi i fli ouch a 'ceaH i no oh?./ ! ousl y makes? no seosp Ft i !,ber' t,bn
pp 1 a o a was? an opport.nni t, y AnnHns HiH not, t,akn. or- it, i s only 
enot-bor pba on in bio q m s i  T a fli in f^voirr of t,bn semnd
poss i b i 1 i t,y One cannot, spppH one1 es life i tt the com f nrt, of 
a pa 1 ace of art, . Tb i f=3 is? only a way fst,at, ion as? vn 1 1 as? an
i st,bflin«s; wbnn Anodos i s ct i vnn a second cbanoe t,o start,. f,be fa i ry 
t,n 1 1 s b i fli • " Go my .non. anH Ho Rrsmet.b i ng worth doing. "58
tint, i 1 hiss H ♦=» a t, h in the f i ght, v i tb t,he bppst . AnoHns Hoes not,
undergo a phys i ca 1 JfietaTfiorpbosi ?s phys i ca 1 1 y J t..be t.ransf oyflia\, i ons
of bis; m i nd a re ewpresseH hv the svmho 1 i o roet.riWorobnsi s? of fe i rv
Land anH its elements. His own m e t a m n r p h o s i s  comes only a f bey bis 
dea b b .
F i rsl, be c h a n g e s  into a py i m r o s e , bben i nto a clni.ni; anH
when pvi s 1b i ng in bis new mission o f 1o v e , be ewperi e n oes a n o t h e r  
fa 1 1 • "a pang anH a beyyible sbiiHHey went t h r o u g h  me; a w r i t h i n g  
as of H e ath convul sed me. . . "59 He wakes up? back in the yea 1
woy 1 H
chon 1 H the m e t a m o r p b o s e s  be taken as a fal 1 nr as a r i s e R  Or 
as Robb has put it:
"Is the e l e c t i o n  f rold Ra icy land. .a sign that the moral
bene fit of Anodos' s fairy journey has been reaped, or is if 
a pun i sbment for- a 1 lowing se 1 f tn e n t e r  in the moment of
u ]ti male s e 1 f 1essnessR"
R o b b  left, this prob 1 em unrpsol ved, suggest, i ng a pi repose f u 1 
a mb i gn i t,y.: " Hacbona 1 H c r e a t e s  the 1 imi t-s of human perf ecf i on law
an ul f. i ma te amb i gu i by “50 There can be no doubt, about Anodos' s 
sp i r i t,na 1 prngr ess . be bas grown w i s e r  and less sel f ish. taking
iessons from bis falIs and fa?lures. as v e 11 as from bis re a d i n g  
e voe r ? enoe ewen though it, .shows up onl y  in t.he long r u n . He gets 
rid of bis S h a d o w  and learns t.he value and the true na ti ire of
1 o w e
H i s me t a m orphos i s. bowe ve r ( does con t a i n some s e eds of 
cnrrTnt, i on . vh ? cb Dr-pypnt, b i m from reach i ng f urt,ber s t acas of b i s 
h'oi r i fuel nrocryess . The fal 1 from above c o m e s  as a resu 1 f of hi s
v i s i on of flbr i st. - 1 i ke m i ss i on of 1 ove . a n o t h e r  fa 1 1 ncy '
" A h  i my f r i ends . . . bow will T tend you. and wa i t, upon von
and haunt- vou u i t,b mv 1 o v e . 1
” 11 a f be has; Hone is to b r i n g  t.o 1 i fe a new sel f as Anodos 
the na rra tor in bis r e t r o s p e c t  i ve r e mark evpla i ns, comment i ng on 
t h °  r i ddance o f  the S h a d o w . "Sel f will come to 1 ife even in the
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f3 lflyi ng of se 1 f ; hut, t.hpre i r f»v(?r somehh i ng (teHppr and s i r n n g e r
than it. vh I ch vi 1 1 emerge at, 1 ash f rnra t.he u n k n o w n  flhysses of
the s o u l ..."e2
Rut, I w o uld r^t.her avoid t.he wood ' puni shirient,’ . The 1 ast, 
met, a fflnrph i ca 1 fall is -simply t.he 1 ast. 1 essnn Anmlos r e c e i v e s  The 
wr i t.h i ng pa in i s pv i dent, 1 y  t.he h i rhh pa i n ; A n o d o s  i s h o r n  i nt.o 
a new 1 ife. or, in other w o r d s , he i s g i v i n g  life to a new sel f 
A 1 though i t, st i 1 1 rema i n.*s a set f . i t is? a much b e t t e r  sel f t.han 
t, h e o Id one.
Th i s 1 ast fal 1 vafs npoessflry b e c ause Anodos oni 11 d not- s t a y  
i n Pa i ry I,and ftan ever . Pi m i 1 ar 1 y. the reader1 cannot s hay forever 
i ns i dp the s* torv he r e ^ d s . He has to face the hard facts o f
real j f,y and 1 ook for t.he gui d i ng ones: in t.he Rook of TIa tnre And
i f t.he r e ader heoame ful 1 y i nvo 1 ved in the sf.ory, he wust have 
b^eri transf orffied in t.he <-'Oi rrse of read i ng 1 i ke Anodes wars in t.he 
r>a 1 a oe . even t.hotiah t.he chancre d i d n o t. take rd a ce i m Wed i a he 1 v He 
beg i no t.o underst.flnd t.he i mnor t.a n t. i ssnes o n l y  1 a ter on a f t e r  he 
Bij f f er.s b e c a u s e  of hi s fa i 1 nrps and fa 1 1 s . And 1,he same a pp 1 i es 
f or the r e a d e r  who i s to! d h y  t.he fairy: "Ho. my s n n , and do
s o m e t h i n g  w o r t h  doing. "^>3
The pvpu 1 si on f m m  Pa i ry  T.and reft eot r  t.he 1 i m i hs of human
and art i st io experience: Anod o s  has reached t.he h i ghfist. stage
t. hat. Mac Rona l d  as an artist, could conceive. In J, i ? i th M a c D o n a l d  
ve n tured further on : hie lets Vane r e ach t.he gates? of t.he h e a v e n l y
oi f y giiarded b y  angel s hut, dnps not, a! low him t.o e n t e r  it,. Anndos
i r  re turned h o o k . and t.he res?t. of t.he hoo k  b e c o m e s  a ■series of fal Is
from one real i hy to another. from one dream t.o a not, her, e r a s i n g  
t.he b o r d e r lines bet v e e n h h e m
The met.a mor-oh i ca 1 fal 1 b r i n g s  Anodes 1 i t.eral 1 y  down from t.he 
clouds t.o earth. The 'cir c u i t o u s  j o u r n e y ’ was coffipl e t e d . W j t, hoi it 
a f a l 1 there can he no rise.
1 T!
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CONCLUSION
In my dissertation I discuss the development and treatment 
of the motif of metamorphosis in nineteenth-century Scottish 
fiction. I focused my attention on James Hogg, R .L .Stevenson and 
George MacDonald, because they are major Scottish writers and 
their works under discussion illustrate the general
transformation of the concept of metamorphosis not only in 
Scottish literature, but also in the European context.
I have chosen to devote three chapters to James Hogg because 
his works reflect the whole development of the concept from the 
ancient mythic concept as found in ancient myths and the oldest 
layers of folklore to the Romantic concept of metamorphosis.
Stevenson's and MacDonald*s concepts of metamorphosis 
represent the other stages of the development Stevenson shifts 
the thematic focus to the moral issues while MacDonald, 
influenced b y  neoplatonism, uses metamorphosis at its ultimate 
effect as a symbol of the transformation of human consciousness 
and of the transcendence of the laws of reality, apart from its 
role as a symbolic Fall.
Metamorphosis, defined as a radical change in form and 
substance, is generally conceived as the changing of someone into 
a being of a lower order of life because mankind considers itself 
the highest form of life. This explains why metamorphosis is 
associated with the Fall of man, and with the myths that refer to 
it, such as the Biblical story of Adam and Eve, or the Faustian 
myth, which enjoyed a particular popularity in Romanticism.
I focused my attention on the thematic aspects of 
metamorphosis in my analysis, loosely following Todorov*s 
structural classification of the text, which differentiates the
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syntactic (plot), semantic (symbolic), pragmatic, and ethical 
levels. In practice, however, it is often impossible to separate 
the individual aspects (or levels) from each other.
In my discussion of the ontological development of the 
concept of metamorphosis I make use of Todorov* s structural 
categories: the marvellous and the uncanny. As many critics
noted, Romantic literature, like its forerunner, the Gothic 
novel, displays a shift of emphasis towards the uncanny. Hogg's 
fiction can serve as a good example of this trend. To achieve an 
uncanny effect the authors have to use more subtle ways of 
characterization by means of a skillful manipulation of 
interlinked images. They have to pay close attention to the tone, 
the point of view, and the style.
Whereas metamorphosis in Hogg's Memoir's and Confessions can 
be interpreted as an uncanny event as well as a marvellous event, 
this ambivalence is lost in Stevenson’s J e k y l 1 and Hyde. He 
avoids epistemological issues in order to focus fully on the 
moral and ps y c h o 1o g i c a 1 problems of good and evil. Since his 
story lacks a satisfying p sycho1o g i c a 1 explanation which would 
dismiss Hyde as a hallucination, and the nature of the experiment 
is too improbable, the story becomes a moral fable about good and 
evil in the human soul, or in the modern reading, a p sycho1o g i c a 1 
fable about suppression and sublimation. The question whether the 
story is 'real' in the mimetic sense ceases to be important.
The fable quality, however, does not encourage individual 
characterization, the characters lack fullness and depth, the 
setting remains rather sketchy and the major emphasis is put on 
action. Consequently, the story lacks the psy c h o 1o g i c a 1 quality 
of the previous Romantic masterpieces, as represented by James 
H o g g .
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MacDonald moves even further away from sophisticated 
characterization. He expresses himself through images and 
incidents with symbolic undertones. If in Stevenson's story the 
metamorphosis produced Hyde and with him the whole story, in 
MacDonald metamorphosis stands for the metaphoric process of 
creation** a whole new world comes into being through 
metamorphosis. The process of internalization is complete. The
whole story takes place in the mind of the central character and 
is therefore an expression of the contents of his own mind in 
which he is free to go on a quest for organic growth and 
perfection. Metamorphosis thus can be read in two contexts, the 
artistic and the religious-' as a metaphoric process it creates 
a work of art in which we can realise our spiritual quest.
The epistemology of the narrative space is linked with 
different concepts of metamorphosis and the Fall. Michael's Fall 
takes place in the mythic space, he is a typical Faustian hero in 
search of secret knowledge and striving to control the forces of 
nature. Each new variation brings an ironic transformation: 
Robert is happy in his dogma and little schemes and does not 
aspire to any kind of gnosis. Although J e k y l 1 is closer to the 
Faustian adept of mystic lore, his goal is rather limited in its 
scope: he does not strive to understand and control the elements
of Nature, he simply wants to control his own nature and escape 
the frustrating inner conflict between the public persona and the 
private self.
MacDonald has no use for the Faustian myth; his heroes lack 
strong will and are carried away by the flow of events.
On the syntactic level, metamorphosis, being a severe
disturbance of the lavs of Nature, molds extensively the
narrative structure as it generates and solves c o n f 1 icts in the
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plot. On the pragmatic level, it has a considerable effect on the 
reader! it produces fear, a sense of the grotesque or, as in 
Hogg's "The Hunt of Eildon", it achieves a comic effect.
Metamorphosis assumes a number of roles in the narrative. 
I turned to one of the oldest collections of myths of 
metamorphosis, written by Ovid, and I found in it the following 
archetypal roles! escape, reward, punishment, disguise.
The ethical aspect of ancient myths is often obscure, and 
the pragmatic aspect can differ from tale to tale. Ancient 
metamorphosis does not seem to have a clearly defined ethical 
content, because it reflects an epic world in a state of flux, in 
which the values, in contrast to later periods, are not fixed. 
Given this fact, metamorphosis can enter even completely 
contradictory narrative roles; in one case it may be 
a punishment, in another, paradoxically, a reward.
I have traced the origin of this loose epistemology back to 
the animistic mode of thought, which did not draw such a sharp 
line between man and Nature and regarded metamorphosis as 
a transfer into another form of life rather than a fall into 
a lower order of life.
H o g g ’s "Hunt of Eildon" is a typical example of a tale which 
is still in close touch with the ancient mythic type of 
metamorphosis. The pragmatic effect and narrative concerns 
prevail over the thematic concerns. Metamorphosis in the story is 
an important dynamic element in the plot and the metamorphoses of 
Croudy aim at a gross comic effect, while the ethical aspect is 
only vaguely implicit.
Hogg's Three Petri Is of Mart uses metamorphosis in a more 
sophisticated and complex way: apart from its traditional
narrative roles of punishment and disguise, it enters various 
thematic links. It operates as a coded message (the metamorphosis
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of Chariie and his companions into bulls instructs them as to the 
way of conquering the besieged castle Roxburgh); the 
metamorphoses of the Eildon Hill and the countryside show the 
dangerous extent of the evil power. The fact that metamorphosis 
can function as a sport to employ the surplus energy of the three 
evil spirits reveals the Faustian theme of the problematic 
control of the evoked power: Michael can not give it up, as if it
were a drug. He is finally destroyed b y  the power he raised.
Even the absence of the two mythic narrative roles of 
metamorphosis, escape and reward, is significant: metamorphosis 
can be neither a reward nor an escape into another order of being 
for the heroes in the world of romance, unless it is Heaven or 
Hell, because Christianity rejects animistic beliefs.
In The Private Memoir's and Confessions metamorphosis is used 
in a more subtle way and at the same time more sparingly. 
Metamorphosis assumes the role of a disguise and becomes the 
means of corruption of Robert by his mysterious companion; it 
spurs Robert to action and pushes the plot forward. Robert 
himself, unlike Charlie, does not undergo any real metamorphosis, 
because his metamorphosis would sway the story towards the 
marvellous and break the elaborate balance between the uncanny 
and the marvellous. Similarly, metamorphosis is either an act of 
the supernatural agency of justice, or a psychic mechanism of 
projecting his desire and then his guilt onto, or into another 
object, which can be real or entirely imaginary.
Metamorphosis also provides the key metaphor for his F a l l : 
deprived of his free will Robert degenerates into a flat-soled 
monster, caught in the web of his lies and delusions.
Metamorphosis also generates a number of strong symbolic 
images that illustrate Robert's fallen state: he is perceived as
a ghost-like figure with an evil eye, a person either possessed
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by the Devil or mad.
In Hogg ve can see that metamorphosis becomes more and more 
central to the syntactic and semantic aspects of the text; in The 
Three Perils of Mart and Private Memoirs and Confessions
metamorphosis serves as one of the major structuring thematic 
elements. In Stevenson's J e k y l 1 and H y d e , however, metamorphosis 
plays an even more essential role than in Hogg because
metamorphosis becomes the narrative pivot of the story. It is the 
event that generates the whole plot and all motifs are
subordinated to it.
Stevenson not only created the most potent image of 
metamorphosis in the nineteenth century, but he also came with
a new variation: the metamorphosis in J e k y l 1 and Hyde serves as
an escape from J e k y l 1 *s frustration. J e k y l 1 *s experiment fails 
and his attempt to escape proves to be disastrous; the escape is 
transformed into a punishment when J e k y l 1 loses control over Hyde 
and Hyde takes over the body. Crossing the borders of the
Newtonian physical space, and that is what metamorphosis is, was 
felt to be a severe transgression of the lavs of Nature and 
therefore it was doomed to failure and condemnation in late 
Victorian society.
The story can be read as a Victorian version of the Faustian 
myth, similiar to its forerunner, Mary Shelley's Frankenstein.
J e k y l 1 in his studies and research transcends the empiric field
of science, crosses the boundary of matter when he masters the 
secret of metamorphosis. The Devil figure is strictly 
internalised, only to be transformed into the figure of Hyde. As 
critics have noted, Hyde is a monster of shame. In this respect 
Robert’s companion can be a monster of pride and guilt.
Although the metamorphosis itself is presented as a chemical
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experiment with a Gothic flair, it is not far from alchemy and 
magic. Yet the metamorphosis is not a result of magic because 
magic works on the basis of a spell; it requires the right 
formula. This particular fact has several thematic implications: 
the story can be read as one the first examples of the abuse of 
science and its tragic results. An attempt to use science to 
solve ps y c h o 1o g i c a 1 and metaphysical issues has to end in
disaster. On the other hand, the circumstances of metamorphosis 
ironically suggest, that it was not science that produced the 
metamorphosis but a chance arrangement (the essential powder used 
in the chemical process was impure, and therefore of unknown 
composition). What remains then, is the fact of human
transgression of the physical space of Nature that has been 
allocated to him, and this calls for a balladic punishment.
While the Stevenson metamorphosis fails to assume the role 
of an escape, the MacDonald metamorphosis assumes all the
traditional roles in the course of the narrative: escape, reward,
punishment, and disguise. Since the whole story takes place in 
the space of the hero's mind, the narrative roles come to signify 
the processes of the mind. But in its ultimate effect they are 
not subordinated to the myth of the Fall, but to the concept of 
organic growth expressed in the image of death as a supreme 
metamorphosis, transforming the human consciousness.
Metamorphosis thus turns from a mere syntactic device into 
an important thematic element in the composition; in MacDonald 
even the symbol of the creation itself, which opens space for the 
human quest for a deeper understanding.
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